Digitized  by  the  Internet  Archive 

in  2010  with  funding  from 

University  of  Toronto 


http://www.archive.org/details/rupamind10indi 


RUPAM 


An  illustrated 

Quarterly  Journal  of  Oriental  Art 

Chiefly  Indian 


Edited    by 
ORDHENDRA    C.    GANGOLY 

FOR  THE  INDIAN  SOCIETY  OF  ORIENTAL  ART.  NO.  12,  SAMAVAY/V 
MANSIONS.  HOGG  STREET,  CALCUTTA 


No.    10 
April  1922 


EDITORIAL  OFFICE:    No.  7,  OLD  POST  OFFICE  STREET 

CALCUTTA,   INDIA 


:n 


Printed  by  THACKER,  SPINK  &  CO.,  Calcutta 

AND 

Published  by  O.  C.  GANGOLY 

at 

No.  7,  Old  Post  Office  Street,  Calcutta. 


CONTENTS. 

Page. 

I.     Indo- Japanese  Painting  ...  ■■■  ...  •••  ...  39 

II-     Notes     on    the    History  of  Shikhara    Temples.      By    Gurudas     Sarkar 

(Berhampur)  ...  ...  ...  ...  42 

III.  Bibliography  of  Indian  Painting.     By  Ananda  Coomaraswamy  (Boston).'..  57 

IV.  Note  on  a  dated  Nataraja  from  Belur.     By  W.  S.  Hadaway    (Madras)    ...  59 
V.     Priyadarshika,  or  the  Amiable  Critic.  By  Abanindra  Nath  Tagore  (Calcutta)  61 

VI.     Correspondence     ...  ...  ■■.  ...  ...  ...  65 

VII.     The  Aesthetics  of  Young  India  :  A  Rejoinder.   By  Stella  Kramrisch  (Bolepur)  66 

Reviews  ...  ...  ...  ...  ...  ^  67 

Notes  ...  ...  ...  ..  ...  ...  69 

All  Rights  of  Translation  and  Reproduction  are  strictly  reserved. 


EDITOR'S   NOTE. 

The  Editor  is  not  responsible  for  the  views  expressed  by  contributors 
or  correspondents.  And  the  publication  of  a  contribution  or  correspond- 
ence shall  not  necessarily  imply  the  identification  of  the  Editor  with  the 
views  and  opinions  expressed  in  such  contribution  or  correspondence. 

The  Editor  will  welcome  proposals  for  articles,  provided  that  they  are 
typewritten,  or  quite  easily  legible  ;  he  can,  however,  use  only  articles 
written  by  those  who  have  a  real  knowledge  of  the  subjects  treated,  and 
has  no  use  for  articles  which  are  compiled  from  other  works  or  which  con- 
tain no  original  matter. 

(  A  stamped  and  addressed  envelope  must  accompany  all  manuscripts, 
of  which  the  return  is  desired  in  case  of  non-acceptance.  Every  care  will 
be  taken  of  manuscripts,  but  copies  should  be  kept,  as  the  Editor  can  in 
no  case  be  responsible  for  accidental  loss. 

All  photographs  intended  for  publication  should  be  printed  on  albu- 
minised  silver  paper,  and  preferably  on  shiny  bromide  paper. 

SUBSCRIPTION  RATES:  Rupees  sixteen  annually.  Post  free, 
rupees  seventeen,  in  India;  Foreign,  rupees  eighteen.  Single  copy,  rupees 
five,  post  free.  Owing  to  the  state  of  exchange  it  is  not  possible  to  quote 
the  rate  of  subscription  in  Foreign  Currency.  Remittance  for  «"OS<:rip. 
tion  should,  therefore,  be  sent  in  Indian  Currency.  Complete  sets  for  19Z0, 
Price  Rs.  36.     Very  few  sets  available. 


I.    INDO-JAPANESE    PAINTING. 


FOR  India,  the  Holy  Land  of  the  Bud- 
dha, the  Land  of  the  Rising  Sun  has 
cultivated  a  feeling  of  spiritual 
veneration  as  a  valuable  and  respected  heri- 
tage transmitted  through  thirteen  hundred 
years.  Ever  since  the  conversion  of  Japan 
into  Buddhism  during  the  reign  of  Prince 
Shotoku,  Japan  has  wistfully  looked  forward 
to  India  for  cultural  inspiration.  An  inter- 
course, originally  started  through  the  medi- 
um of  China  and  Chinese  missionaries,  ripen- 
ed into  direct  communication  and  inter- 
change of  ideas.  The  story  of  the  Southern 
Indian  Brahmin,  Bodhisena,  and  of  his  visit 
to  Japan  on  the  8th  August,  736  A.D.,  is  very 
well  known.  .  He  settled  in  Japan  and  lived 
at  Sugawaradera  Temple  at  Nara  as  also  at 
the  Dainiji  Temple,  where  he  taught  Sanskrit 
to  Japanese  priests,  and  also  remodelled  the 
Japanese  alphabets  on  the  basis  of  the  San- 
skrit. In  746  A.D.,  when  the  great  statue  of 
Dai-butsu  (Vairochana)  was  completed, 
Bodhisena  consecrated  the  image  and  came  to 
be  one  of  the  founders  of  the  Todaiji  Temple. 
He  also  founded  the  Ryosenji  Temple, 
and  lived  there  until  his  death  in  760  A.  D. 
He  was  not  the  only  Indian  who  made  Japan 
his  home.  When  he  first  visited  Nara  he 
was  met  by  another  Indian,  who  was  living 
in  the  forest  near  by,  and  whose  language 
nobody  could  understand  except  Bodhisena. 
The  history  of  the  Nara  Temples  and  their 
artistic  relics  are  deeply  tinged  with  Indian 
influence.  The  Indian  influence  on  Japanese 
Art  of  the  period  is  further  connected  with 
the  visit  of  an  Indian  Sculptor  named  Gumpo- 
rik,  who  came  to  Japan  by  sea  from  Ceylon. 
This  again  could  not  have  been  a  solitary  in- 
stance. The  old  music  of  Japan  likewise 
owes  a  debt  to  India.  It  was  a  Siamese 
Priest  from  Cochin-China,  of  the  name  Fut- 
triet  (Butteteu  in  Japan),  who  was  the  first 
to  introduce  Indian  music  in  Japan.  The 
visits  of  Indian  missionaries  to  Japan  inspired 
a  reflex  movement  and  history  records  many 
attempts  made  by  various  Japanese  students 
of  Buddhism  to  reach  India  for  pilgrimages 
to  the  ashta  chaityas  (the  eight  holy  places) 
dedicated  to  the  relics  of  the  Buddha.     The 


pathetic  story  of  the  strenuous  pilgrimage  of 
Prince  Takaoka  (Shinnyo),  the  third  son  of 
Elmperor  Heijo,  who  in  his  eightieth  year 
reached  the  frontiers  of  India  in  881,  from 
Loas  (Burmah)  only  to  die  from  the  effects 
of  his  long  journey,  is  only  typical  of 
many  such  devout  pilgrimages.  When  Japan 
cut  herself  off  from  the  world  outside,  these 
visits  to  the  Buddhist  shrines  in  India  had 
to  be  interrupted  for  several  centuries.  But 
since  the  date  of  the  restoration  of  1868  A.D., 
Japan  has  again  started  sending  out  her  pil- 
grims to  India.  The  first  Japanese  to  visit 
India  and  its  Buddhist  shrines  after  the  resto- 
ration was  the  Rev.  Mokurai  Shimaji.  Ever 
since  his  visit  in  1872  many  pilgrims  have 
followed  in  his  footsteps.  And  the  list  of  the 
many  visitors  to  India  in  modem  times  has 
included  the  names  of  many  artists  and  of 
some  of  the  most  gifted  of  modem  artists 
from  Japan.  In  our  October  number,  we 
have  cited  a  work  of  a  Japanese  Artist,  with 
a  special  inclination  for  Indian  subjects*  We 
propose  to  consider  here  some  more  examples 
of  illustrations  of  Indian  themes  from  his 
brush.  Of  course  to  Buddhist  Japan,  the  il- 
lustrations from  the  life  of  the  Buddha,  have 
been  a  traditionally  local  subject.  And  ever 
since  the  days  of  the  artistic  activity  of  the 
Nara  temples,  the  Jaiianese  have  been  build- 
ing a  new  and  indigenous  style  on  the  basis 
of  the  traditions  of  Indian  Buddhist  paint- 
ings. The  art  of  the  Heian  period  (800  to 
900  A.D.),  immediately  following  that  of  the 
Nara  period,  represented  a  stage  in  the  ap- 
propriation of  Buddhist  ideals — and  the  suc- 
ceeding eras  illustrate  "  their  absorption  and 
re-expression  in  the  national  life."  In  the 
Fujirwara  period  was  evolved  a  distinctly 
national  Buddhist  school  with  a  technique 
and  method  all  its  own,  and  which  was  in 
many  sense  a  distinct  improvement  on  the 
Indian  traditions.  In  the  later  art,  which 
Buddhism  inspired,  Japan  created  a  newly 
synthetic  art  appropriate  to  her  own  interpre- 
tation of  Buddhism  as  adapted  to  the  history 
of  her  own  artistic  conventions.  Such  paint- 
ins  as  Amida  appearing  over  the  hills  attri- 
buted to  Eshin,  we  have  an  entirely  new  art. 
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which  has  outgrown  all  Indian  influences.  In 
its  devotion  to  Buddhism,  Japan  evolved  a 
mystic  religious  art,  which  answered  to  their 
own  national  ideals  based  on  the  cult  of  the 
Amitava.  But  we  are  not  concerned  here 
with  this  class  of  painting,  which  is  an  uni- 
que contribution  to  Buddhist  Art. 

During  the  last  few  years,  some  artists 
from  Japan  have  been  inclined  to  listen  to 
siren  calls  from  India,  and  we  have  a  group 
of  artists,  who  have  attempted  to  picture  the 
life  of  the  Buddha  in  a  series  of  dramatic 
anecdotes  of  his  life  conceived  in  their  old 
Indian  atmosphere.  They  are  more  anecdo- 
tal  than  religious,  in  their  character,  and 
show  an  intention  for  a  realistic  presentation 
of  the  stories  of  the  life  of  Buddha.  The 
first  artist  to  experiment  on  this  line  was 
Professor  Keichyu  Yamada  of  the  Imperial 
Art  Institute,  Tokyo.  His  illustrations  were 
published  (by  the  Open  Court  Publishing 
Co.),  in  1898,  as  accompaniment  to  Dr.  Paul 
Carus'  Life  of  the  Buddha.  Unfortunately, 
the  artist  did  not  visit  India,  and  was  unable 
to  invoKe  the  Indian  type  and  atmosphere, — 
though  most  of  his  illustrations  evinced  ex- 
trerr.,-,ly  poetic  compositions  carried  out, 
with  rare  charm,  and  delicacy  of  colour.  It 
was  given  to  another  Japanese  artist  to  give 
us  a  series  of  pictures  from  the  scenes  of  the 
life  of  the  Buddha,  conceived  in  the  atnaos- 
phere  of  India  and  based  on  the  tradition  of 
Indian  Buddhist  paintings.  Mr.  Katsuta, 
who  visited  Ajanta  in  1907,  designed  and  exe- 
cuted  his  illustrations,  in  India,  with  the 
memory  of  the  Indian  frescoes  fresh  in  his 
mind,  yet  he  did  not  borrow  the  technique  or 
the  types  of  old  Indian  painting,  but  gave  a 
very  distinct  and  individual  presentation — 
without  missing  the  spirit  and  the  atmosphere 
of  his  subjects.  His  "  Buddha  and  Sujata  " 
(Plate  I  ),  one  of  the  best  of  this  series 
is  happiest  in  realising  the  characteristically 
Indian  attitude  of  the  worshipping  figure  of 
Sujata.  The  type  of  the  face  of  the  Buddha 
perhaps  still  carries  the  Japanese  tinge — but 
does  not  borrow  any  of  the  numerous  models 
of  the  enlightened  one,  from  the  old  Japanese 
paintings.  His  "  Temptation  of  the  Bud- 
dha" (the  original  of  which,  unhappily,  has 
been  destroyed)  represents  the  best  of  this 
series,  particularly  in  its  dramatic  intensity 
of   presentation    and    its    delicate    but    rich 


colour  scheme,  which  is  very  inadequately  re- 
presented in  the  reproduction  here  given 
(Colour  Plate).  The  type  and  the  treatment 
of  the  female  figures,  with  very  significant 
details,  reproduce  the  Indian  feeling  and  at- 
mosphere with  remarkable,  insight.  The  sin- 
uous grace  and  the  sensous  suggestions  of 
the  figures  are  derived  from  Indian  rather 
than  Japauiese  traditions,  which  forbid  the  re- 
presentation of  the  nude.  It  is  extremely 
difficult,  if  not  impossible,  for  an  artist  of  one 
race  to  enter  into  an  accurate  apprehension 
of  the  mental  and  spiritual  attitude  of  the 
artists  of  another  race.  In  this  case,  the 
pilgrim  from  Japan  to  the  shrine  of  Indian 
Art  has  looked  at  an  Indian  subject  with  the 
vision  of  an  Indian  artist  and  has  successful- 
ly realised  his  point  of  view.  Yet  it  may  be 
said  that  the  themes  of  Buddhism  familiar 
to  Japanese  artist  and  assimilated  into  Japa- 
nese ideals  have  offered  and  provided  to  the 
modern  illustrator  an  inherited  power  of  in- 
terpretation due  to  familiarity  of  the  spirit  of 
these  subjects  dating  from  several  centuries, 
and  the  Indian  elements  and  the  characters 
of  Buddhist  subjects  have  long  been  absorb- 
ed into  Japanese  ideas  and  made  a  part  of 
national  cultural.  As  we  have  seen,  the  Indo- 
Japanese  Art  of  the  Nara  period,  so  promin- 
ent in  its  predominating  Indian  character — 
soon  released  itself  from  its  exotic  influences 
assimilating  and  adapting  its  specially  Indian 
characters  and  elements  to  the  temper 
and  attitude  of  Japan's  own  artistic  ideaJs. 
Even  in  the  representation  of  the  various 
gods,  which  Tantric  Mahayanism  introduced 
from  India — the  Indian  character  of  the  con- 
ception was  skilfully  disguised  in  the  Japa- 
nese versions,  in  spite  of  the  necessity  of  com- 
forming  to  a  strict  iconographic  formula.  In 
the  class  of  painting  we  are  considering  here 
the  attitude  of  the  artist  is  one  of  a  conscious 
rendering  of  the  Indian  spirit  of  the  subjects 
and  of  picturing  them  as  seen  through  Indian 
eyes.  It  is  not  merely  an  Indian  subject 
pictured  by  a  Japanese  artist — but  an  Indian 
subject  conceived  in  an  Indian  way  and  ren- 
dered by  a  Japanese  brush.  It  is,  as  we  have 
attempted  tc  describe  it,  Indo-Japanese 
Painting.  Our  examples  happily  do  not  dis- 
play the  inevitable  symptoms  of  the  cross- 
breeds of  two  alien  styles,  probably, 
because  the  Indian  and  the  Japanese  style, 
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in  spite  of  many  fundamental  differences — 
are  after  al!  not     very     antagonistic     and 
''  alien  "  to  each  other,  and  easily  harmonise, 
particularly  in  their  manner     of     rendering 
Buddhist  subjects.     And  the  test  of  the  va- 
lidity or  otherwise  of  any  attempt  of  har- 
monising the  two  artistic  forms  of  expres- 
sion may  be  found  in  such  Hindu  or  non- 
Buddhistic  subjects  with  which  a  Japainese 
artist  has  no  previous  experience.     We  are 
fortunate  in  being  able  to  cite  here,  for  com- 
parison, two  paintings  on  silk  by  a  Japanese 
artist,  which     illustrates  "  Hindu  "  subjects. 
They  are  the  works  of  two  Japanese    artists 
who  came  to  India  in  1900,  immediately  be- 
fore the  Russo-Japanese  War.     The  first  one 
(Fig.    A — Plate    II.),    from    the    brush    of 
Shunso     Hishida     represents     "  Saraswati," 
the  Indian  goddess  of  knowledge  of  the  arts 
always  pictured  as  seated  on  a  lotus  spring- 
ing from  a  lake,  and  playing  on  her  vina. 
The  artist  has  treated  his  subject  with  the 
usual  charm,  and  delicacy  of  his  Japanese 
brush,  though  in  the  conception  itself,  there 
is  noting  original.     On  the  other  hand,  the 
design  is  a  close  repetition  of  the  version 
familiar  to  us,  in  the  works  of  modern  Ben- 
gali painters.       The  conception  itself  is  not 
very  far  removed  from  that  of  the  Japanese 
Goddess    Benten,    the    "  Saraswati "   of   the 
Far  East,  and  offered  very  little  scope  in  the 
way  of  any  innovation  or  new  presentation. 
In  the  picture  of  "  Kali,"  the  Indian  goddess 
of     destruction     (Fig.     B,     Plate     II.),     by 
Vokoyama,  the  artist  has  given  an  original 
version  of  a  very  well-worn  theme.  Though 
Shiva  or  Rudra  has  travelled  to  the  Far  East, 
in  the  guise  of  Fudo,  her  terrible  consort, 
"  Kali,"  has  no  Japanese  parallel.      And  the 
artist  had  greater  scope  in  devising  an  ori- 
ginal pattern  for  the  theme.     In  the  benign 
and  even,  a  charming  face,  the  artist  has  for- 
gotten   the    original    conception    of    "  The 
Terrible  One,"  familiar  to  us    in  the  Indian 
versions. .  .  It    is  nevertheless  a  very    sympa- 
thetic, if  not  a  very  accurate,  presentation  of 
the  Indian  worship  of  the  terrible.     In  giv- 
ing "  Kali  "  an  attractive  face  in  opposition 
to  the  Indian  convention,  Mr.  Vokoyama  has 
followed     the     example  of  a  great  English 
artist.     In     depicting     the     conception     of 
Death,"  Watts  had  recourse  to  the  face  of 
"a  good  angel,"  in  his  "Death  Crowning 


Innocence,"  replacing  the  traditional  skeleton 
face,  common  in  all  earlier  presentations. 
Our  Japanese  illustrator  of  "  Kali  "  has  simi- 
larly substituted  an  attractive  face  in  place 
of  the  traditional  "  repulsive  "  one,  incident- 
ally eliminating  the  feeling  of  the  terrible 
(the  bhayanaka  rasa),  which  is  the  staple 
part  of  the  conception.  The  weakest  feature 
of  the  illustration  is  the  anatomy  of  the  arms 
and  hands,  which  miss  even  the  beauty  and 
significance  of  the  schematic  gestures  of 
Indian  images.  On  the  whole,  the  artist's 
interpretation,  in  spite  of  many  imperfec- 
tions, is  based  on  a  very  intimate  understand- 
ing and  sympathy  with  his  subject.  He  has 
almost  succeeded  in  identifying  himself,  with 
the  spirit  of  an  unfamilisu'  idea.  But  it  may 
be  contended  that  in  such  subjects  a  Japanese 
artist  cannot  be  said  to  be  a  wholly  inexperi- 
enced explorer.  Through  the  many  Tibetan 
and  Chino-Tibetan  images  of  demoniac  con- 
ceptions, which  the  tzmtric  phases  of  Maha- 
yanism  imposed  on  later  Buddhist  iconogra- 
phy, Japanese  artists  have  been  made  fairly 
familiar  with  the  treatment  of  the  terrible 
in  art,  as  we  know  from  such  well-toown 
examples  as  Kongo-Yasha.  And  one  may 
be  inclined  to  put  the  Japanese  artist's  power 
of  interpretation  of  a  purely  Indian  subject, 
alien  to  his  experience,  to  a  more  severe  test. 
Our  last  illustration  precisely  furnishes  such 
a  severe  test.  The  name  of  Mr.  Taikan  has 
come  to  occupy  an  honourable  place  in 
modem  Japanese  Painting.  His  visit  to  India 
was  productive  of  many  striking  works,  none 
of  which  has  such  vigorous  quality  of  con- 
ception and  technique  as  his  phantasy  on  silk 
illustrating  the  "  Rasalila,"  the  sports  of 
Krishna  with  the  Gopis  in  a  moonlit  night 
(Photogravure  Frontispiece).  .Instinctively 
one  is  reminded  of  Botticelli's  "  Primevera." 
It  is  not  claimed  that  our  illustration  offers 
more  than  a  superficial  parallelism  to  the' 
work  of  the  great  Italian,  and  it  is  not  fair 
to  the  modern  Japanese  master,  with  his  en- 
tirely different  outlook,  method  and  appara- 
tus, to  push  the  analogy  to-cuiy  great  length. 
But  the  luminous  atmosphere  of  the  mystic 
"  moon-dance  "  has  been  caught  with  a  radi- 
ant vision,  which  certainly  rivals  the  distin- 
guished illustrator  of  Poliziano's  descrip- 
tion of  the  Garden  of  Venus.  It  is  useless  to 
claim    that    the    artist    has    been    able    to 
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.  adequately  picture  the  personality  of  Krishna, 
notwithstanding  the  flourish  of  the  flute  and 
the  Kadama  flowers.  The  "  Gopis,"  the  danc- 
ing milkmaids,  are  presented  without  any 
respect  for,  or  understanding  of,  India  types, 
as  we  And  in  the  illustrator  of  the  Buddha  pic- 
tures referred  to  above.  But  the  beauty  and 
the  poetry  of  an  autumnal  moon-light  is  ren- 
dered with  an  impressionistic  effect,  which 
conveys  the  mystic  spirit  of  the  Vaishnava 
theme  with  wonderful  realism.  The  artist  has 
"  seen  "  in  his  mental  vision  the  colour  and 
the  rythm  of  the  dance,  and  his  dream,  not- 
withstanding its  many  inaccuracy  of  details, 
and  an  inadequate  grasp  of  the  character  of 
the  personalities,  is  very  skilfully  painted  in 
terms  of  the  moonbeams  caught  on  the  dia- 
phanous drapery  of  the  figures,  and  is  a  sub- 
stantially true  presentation  of  the  essence 
of  the  subject.  It  may  be  noted  that  there 
is  practically  not  much  drawing  in  the  figures 
structural  or  otherwise,  and  the  dream  figures 
are  suggested  in  vague  shadows  rather  than 
presented  with  any  definition  or  characteris- 
ation.. The  artist  has  certainly  failed  to  catch 
muilrbf  tl>e  Indian  character  and  atmosphere. 
It  i^  an  Indian  subject,  through  Japanese  spec- 
tacles,   and    rendered    in    the    language    of 


■  Japanese  Painting.  It  therefore  more  accu- 
rately answers  to  the  description  of  Indo- 
Japanese  Painting.  As  interesting  experi- 
ments in  the  study  of  psychology  of  artists, 
such  hybrid  presentations  are  of  immense 
value,  as  they  help  us  to  realise  to  what  extent 
it  is  possible  for  artists  brought  up  in  one  set 
of  artistic  codes  and  conventions  to  approach 
and  present  subjects  which  are  new  or  alien 
to  their  experience.  The  paintings  offer  very 
educative  contrasts  to  the  Eurasian  sculpture 
of  the  Graeco-Buddhist  masons  of  old  Gand- 
hara.  The  hybrid  illustrations  from  the 
story  of  the  Buddha,  which  we  owe  to  the 
Greek  masons  of  Kanishka,  were  the  grotes- 
que product  of  an  inability  to  understand  and 
realise  the  meanings  and  significance  of  the 
Indian  conceptions,  and  a  failure  to  devise  a 
method  of  expression  capable  of  interpre- 
ting their  character  and  spirit.  The  modem 
Japanese  artists  have  been  able  to  approach 
the  same  subjects,  not  only  with  a  more  suit- 
able medium  and  an  adequate  method  of  ex- 
pression, but  also  with  a  greater  power  of 
vision,  a  more  sympathetic  insight  and  a 
more  spiritual  and  subtle  power  of  interpre- 
tation. 


II.-NOTES  ON  THE  HISTORY  OF  SHIKHARA  TEMPLES. 

By  GURUDAS  SARKAR. 


THE  most  characteristic  feature  of  a 
class  of  temple  architecture  in  India 
is  its  spire  or  s/iiAAara  which  forms 
the  termination  of  the  upper  portion  of  the 
body  or  vimana  of  the  temple.  In 
temples  of  the  so-called  Aryan  or  Aryya- 
varta  type  the  spire  is  more  or  less  a  cur- 
vilinear one  with  a  corrugated  stone  at  the 
top — knownasthe  amalaka — surmounted  in 
its  turn  by  the  kalasa  or  the  water  jar  finial. 
In  South  Indian  architecture  the  vimana  is 
however  a  many-storied  one  and  instead  of 
the  kalasa  or  amphora  it  ends  in  octagonal 
or  domical  structures.  The  spire  lies  just 
above  the  cella  or  garbha  griAaand  except 
in  the  case  of  Dravidian  temples  with  their 
tall  gopurams  or  gateways,  it  is  the  most 
elevated   part   of   the    temple   and   attracts 


attention  from  a  distance.  Dr.  Coomaraswa- 
my  has  truly  remarked  that  in  Aryyavarta 
style  '  the  bulging  spire  with  carved  ribs  ris- 
ing above  ^Jie  shrine  '  is  *  often  repeated 
upon  itself,  as  an  architectural  ornament.* 

The  origin  of  the  shikhara  is  still 
shrouded  in  obscurity  and  we  propose  iv 
this  paper  to  consider  the  various  theories 
promulgated  by  scholars  in  regard  to  the 
shikhara  and  its  significance,  and  to  attempt 
a  genetical  account,  (so  far  as  it  is  possible 
with  the  materials  available)  with  reference 
to  the  distribution  and  relative  antiquity  of 
the  still  existing  archaeological  remains. 

Leaving  aside  the  Buddhist  cave  tem- 
ples where  architecture  or  architectonics, 
properly  speaking,  can  find  no  place — the 
oldest  example  of  the  shikhara  's  to  be  met 
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with  at  Bodh-Gaya — in  the  spire  of  the 
Mahabodhi  temple  (Fig.  1).  According  to 
the  generdity  of  opinion  the  original  struc- 
ture is  said  to  date  from  the  1st  century 
before  the  Christian  era.  Mr.  H.  Long- 
hurst,  however,  believes  that  the  Bodh-Gaya 
style  cannot  be  dated  earlier  than  the  11th 
or  12th  century  A.D.  He  says  that  the  Bur- 
mese introduced  this  peculiar  style  of 
architecture  into  Bengal(s(c)but  there  seems 
little  doubt  that  they  originally  borrowed  it 
from  Southern  India\  Although  the  Bodh- 
Gaya  spire  has  had  to  undergo  reconstruction 
at  a  later  period,  we  can,  from  the  representa- 
tion of  it  as  given  in  the  Kumrahar  plaque 
(Fig.  2),  discovered  by  Dr.  D.  B.  Spooner, 
clearly  make  out  that  it  had  originaJly  no 
curvilinear  sides  and  that  the  prominent 
features  of  Aryan  or  Aryyavarta  class  of 
spires  were  altogether  wanting.  Fergusson^ 
has  observed  with    reference   to  the  spire  of 

the  Bodh-Gaya  temple  that  "  the  tower 

took  a  straight-lined  course  like  the  door- 
way at  Missolonghi  and  the  '  Gates  of  Lions  ' 
at  Mycenae  while  the  Hindus  took 
the  more  graceful  curvilinear  shape  which 
certainly  was  more  common  in  remote 
classical  antiquity  and  as  it  is  found  at 
Persia — may  have  reached  India  at  a  remote 
period."  The  Mid- Victorian  archaeologists 
seem  to  .have  .  .had  .a  special  penchant 
for  theories  relating  to  the  alleged  impor- 
tation of  architectural  forms  into  India  and 
so  far  as  the  curvilinear  shikhara  is  con- 
cerned it  seems  to  have  been  in  a  manner 
countenanced  even  by  so  keen-sighted  an 
archagologist  as  Raja  Rajendra  Lai  Mitra.^ 
We  shall  discuss  in  its  proper  place  a  modern 
recrudescence  of  this  theory  but  in  order 
to  be  able  to  form  a  correct  estimate  of  such 
views  it  is  necessary  that  the  earliest  types 
of  Indian  spires  should  at  first  be  taken  into 
consideration. 

Of  the  old  Indian  structural  temples — 
those  of  the  Gupta  age  may  be  mentioned 
as  next  in  sequence  to  the  Mahabodhi  shrine 


iLonghurst,  The  influence  of  UmbreUa  in 
Indian  architecture,  Journal  of  Indian  Art 
No.  122,  p.  6. 

Tergusson's  History  of  Indian  and  East- 
ern Architecture  (revised  edition  by  Dr.  Burgess), 
p.  325. 

^Mitra's     Antiquities  of  Orissa,  Vol.  I,  p.  31, 


though  there  are  few  points  of  similarity 
between  the  two  classes  of  structures. 
There  is  a  clear  gap  of  3  or  4  intervening 
centuries  which  still  remain  unbridged. 
The  Gupta  temples  which  are  met  with  at 
Eran,  Bilsar%  Sanchi,  Udaygiri,  Tigowa, 
Deogarh  and  Nachna-Kuthara  are  built  of 
stone  and  in  the  oldest  specimens  *  the  flat 
roof,  the  square  form,  and  the  stern  simpli- 
city ....  all  point  to  the  rock-hewn  cave  as 
its  prototype.'  As  Cunningham  observes  iii 
regard  to  the  Gupta  temples  at  Sanchi,  there 
are  in  the  neighbouring  hill  of  Udaygiri 
actual  rock-hewn  examples  of  this  type". 
At  Udaygiri  moreover,  there  is  a  false  cave- 
temple  one  of  the  sides  of  which  has  been 
built  up — the  roof  being  a  natural  ledge  of 
the  rock.'  At  Nachna-Kuthara  (near  Jaso, 
in  Central  India)  the  Parvati  temple  which 
has  a  curious  conventional  imitation  of  rock- 
carvings  on  all  the  outer  faces  of  its  walls 
— apparently  in  the  fashion  of  'old  tem- 
ples on  the  rock  ' — bears  strong  testimony  to 
the  persistence  of  cave  features'.  Mv.  R.  D. 
Banerjee,  Superintendent  of  the  Archaeolo- 
gical Survey,  Western  Circle,  who  >7isit: 4  the 
place  at  the  request  of  the  Editor  of  "Rupajn," 
ascribes  it  to  the  early  Gupta  period  i.e.,  to 
the  4th  or  5th  century  A.D.*  There  is  how- 
ever another  spired  Gupta  temple  at  Nachna, 
that  of  the  Chaturmukha  Mahadeva  which 
more  prominently  deserves  our  attention. 
At  the  time  when  General  Cunningham 
visited  the  site,  it  had  a  tall  spire  with 
slightly  curved  sides  nearly  40  ft.  in  height. 
Mr.  Banerjee  who  gives  a  representation  of 
this  temple  in  PI.  XVII  of  his  report,  des- 
cribes it  as  an  earlier  Gupta  temple  and 
remarks  that  the  large  four-faced  lingam  of 
the  Mahadeva  is  certainly  earlier  than  the 
temple  itself'-*.  Cunningham  who  tried  to 
be  more  definite  in  his  estimate  of  the  age 

''Of  the  Bilsar  Gupta  temples  which  date  pro- 
bably from  the  reign  of  Kumara  Gupta,  only 
certain  mounds  are  left  indicating  the  site.  It  is 
not  therefore  possible  to  say  whether  there  were 
any  spired  structures  among  them.  (Temples 
D.  &  F.  p.  17,  Vol.  XI,  A.  S.  R.). 

^A.  S.  R.,  Vol.  IX,  p.  62. 

^Cunningheun,  Ibid,  p.  46. 

■A.  S.  R.  (Cunningham),  Vol.  XXI,  p.  96. 

^Progress  Report  Arch.  Survey.  W.  Circle. 
1919,  p.  61. 

»Ibid. 
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of  the  Chaturmukha  temple  says  that  it 
must  be  considerably  later  than  the  other 
(the  Parvati  temple)  and  is  probably  not 
older  than  600  to  700  A.D/"  This  temple 
and  the  spired  Gupta  temple  of  Deogarh  in 
Jhansi  District — appear  to  have  been  built 
on  the  same  model  and  both  stand  on  raised 
platforms. 

Of  the  Deogarh  temple,  however, 
the  spire,  to  quote  from  Cunningham's 
Report,  "  is  long  in  ruins  though  several 
specimens  of  amalaka  fruit — which  forms 
the  special  ornament  of  a  Hindu  spire  are 
lying  about."  Cunningham  ascribes  the 
same  age  to  the  Deogarh  temple  as  that 
given  to  the  spired  temple  at  Nachna- 
Kuthara.  His  main  reason  appears  to  have 
been  that  in  these  temples — his  fifth  charac- 
teristic of  Gupta  temples  viz..  the  flat  roof, — 
has  given  place  to  the  spire  which  he 
regarded  as  one  of  the  latest  characteristics 
of  the  Gupta  style.  He  observes  in  ihis  con- 
nection: " as  some  of  the  flat-roofed 

Gupta  'temples  are  certainly  as  late  as  A.D. 
400  arid  others  probably  a  century  later,  I 
thi{)Jk  •the  Deogarh  temple  cannot  well  be 
placed  earlier  than  A.D.  600  or  later  than 
A.D.  700.'^  The  discovery  however  by 
Mr.  Y.  R.  Gupte  of  an  epigraphical  record 
in  characters  of  about  the  end  of  the  5th 
century — noting  a  gift  on  the  part  of  one 
Govinda,  the  lord  of  Kesavapura'-  serves  sub- 
stantially to  disprove  Cunningham's  views 
on  this  point.  Another  interesting  find,  a 
clay  seal  (Fig.  3.),  among  certain  seals  and, 
old  relics  discovered  at  Parbati  (A.  S.  R., 
Vol.  XV,  p.  10)  specially  attracted  the  atten- 
tion of  General  Cunningham  as  it  bore  the 
representation  of  a  shikhara  temple  with  a 
pennon  floating  from  the  top.  While  this 
particular  seal  bore  no  date,  the  other  seals 
which  were  discovered  at  the  spot  were 
found  to  contain  inscriptions  in  Gupta 
characters.  It  may  therefore  be  surmised 
that  the  shikhara  temple  depicted  onthe  seal 
must  have  been  a  fairly  familiar  type  in  the 
Gupta  period  and  existed  not  later  than  the 


'  Cunningham,  A.  S.  R,  Vol.  XXI,  p.  95 
et  seq. 

"Ibid,  Vol.  X,  p.  110. 

'-Annual  Progress  Report  of  the  Supdt., 
Hindu  and  Buddhist  monuments,  Northern  Circle, 
p  16. 


5th  century.  Among  the  archaeological 
remains  of  Nagari,  the  ancient  Madhyamika, 
which  must  have  been  in  a  flourishing  con- 
dition from  the  3rd  century  B.C.  to  7th  cen- 
tury A.D. '^  is  a  quarry  of  the  Gupta  period 
*  exploited  for  the  purpose  of  sculpture.' 
Dr.  D.  R.  Bhandarkar  discovered  two  un- 
finished amalaka  pieces'^  which  certainly 
presume  the  existence  of  sAi^/iar  atemples 
here,  in  about  the  5th  century  A.D. — an  epi- 
graph of  this  period  having  been  discovered 
in  a  different  part  of  the  locality.^^  There 
are  ruins  of  several  Gupta  temples  also  at 
Tigowa  in  Central  Provinces,  among  which 
a  flat-roofed  one,  built  in  a  style  similar  to 
the  cave- temples  at  Udaygiri  and  the  struc- 
tural temples  at  Eran,  has  been  considered 
as  the  oldest  by  Cunningham,  but  there  are 
certain  other  temples  possessing  "  spire  roofs 
covered  with  the  usual  pinnac'e  of  amalaka 
fruit,"  which  were  "  undoubtedly  all  Brahmi- 
nical  as  not  a  single  fragment  of  Buddhist 
or  Jaina  sculpture  has  been  found  among 
the  ruins."'"  These  temples  are  believed  to 
have  been  built  not  later  than 
the  5  th  century  A.D.  and  are  pro- 
bably as  old  as  the  3rd^'  and  if  the 
earliest  limit  herein  mentioned  be  taken  as 
applicable  to  some  of  these  shikhara  temples 
also,  there  would  still  be  the  period  of  three 
centuries  to  account  for,  in  order  to  prove  the 
Aryyavarta  temple  as  a  type  parallel  and 
contemporaneous  to  the  Mahabodhi.  This 
however  is  a  presumption  quite  unsafe  to 
make,  in  view  of  the  trend  of  archaeological 
evidence.  The  ruins  of  the  two  brick  tem- 
ples at  Riunpur,  District  Bareli,  now  identi- 
fied with  ancient  Ahichhatra  are  believed 
to  be  very  old  and  one  is  supposed  to  date 
from  the  1st  century  as  a  number  of  coins  of 
the  so-called  Mitra  kings  were  discovered  in 
one  of  them.  The  spires  of  these  temples 
were  not  apparently  of  the  shikhara  form. 
Dr.  Fiihrer  believed  that  'the  highest 
mound,'  '  a  lingam  temple  '  '  rose  up  in  tiers  * 
and  the  other  a  large  two-storied  Shaiva 
temple  of  carved  brick  'had  its  1st  terrace 
surrounded  by    9   cells   and    the    2nd  by   7 

1  "Memoirs  of  the  Arch.  Survey  of  India, 
No.  4,  pp.  124  125. 

'^Op.  cit.,  p.  126. 

'Op.  cit.,  p.  124. 

I  A.  S.  R.,  Vol.  IX,  p.  41. 

'Op.  cit.,  p.  47. 
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cells '''  — thus  hardly  allowing  any  room 
for  a  superimposed  shikhara.  The  old  brick 
temple  at  Bhitargaon  in  Cawnpore  District 
which  is  not  of  such  great  antiquity  has  lost 
ils  upper  portion  (Plate  XV,  Cunningham's 
A.  S.  R.,  Vol  XI  and  it  is  impossible  to  say 
whether  the  spire  which  crowned  the  cella 
bore  any  resemblance  to  the  Aryyavarta 
type.  Cunningham  believed  that  "  in  its 
genereJ  outline  and  in  the  arrangement  of 
bands  of  ornaments  and  sculpture  "  it  made  a 
close  approach  to  the  brick  temple  at  Bodh- 
Gaya.  It  appears  that  Cunningham  was  not 
so  certain  as  Dr.  Vogel  of  the  very  early 
origin  of  this  temple  and  he  only  indicated 
the  downward  limit  by  suggesting  that  it 
could  not  be  placed  later  than  the  7th  or  8th 
century.'"  Dr.  Vogel  from  a  similarity  of 
carved  brick  wall,  (ornamentad  pilaster  alter- 
nating with  terra  cotta  panels)  with  those 
of  Nirvana  temple  at  Kasia  is  inclined  to  pre- 
sume that  this  shrine  would  go  back  to  the 
Gupta — if  not  to  the  Kushana  period.'' 
But  even  if  it  is  believed  to  be  as  old  as  he 
suggests  it  does  not  disprove  the  testimony 
of  available  facts  as  to  the  evolution  of  the 
Aryyavarta  shikhara  in  India  between  the 
3rd  and  the  5th  centuries  of  the  Christian 
era.  Among  the  Sanchi  remains  curvilinear 
shikhara  temples  of  the  Northern  type  have 
also  been  found,  but  Sir  John  Marshall,  in  his 
excellent  "  Guide  to  Sanchi  " — assigns  them 
to  the  mediaeval  period,  i.e.,  about  10th  cen- 
tury of  the  Christian  era."  We  have  now 
.  to  turn  to  the  Western  Presidency  to  find 
examples  of  spired  temples  which  are  as  old 
if  not  older,  than  these  specimens  of  Gupta 
architecture.  In  his  paper  on  the  Origin 
and  Mutation  in  Indian  and  Eastern  archi- 
tecture published  in  the  Transactions  of 
the  Royai  Institute  of  British  Architects, 
Mr.  Simpson  refers  to  the  temples  at  AiwuUi 
(Aihole)     and    Pittadkul     (Pattadakal)     in 

^'  Pro  stress  Rep.  Epigraphical  and  Arch- 
aeological Branches,  North- Western  Provinces  and 
Oudh,  1891-92,  p.  2. 

'■  Cunningham's  A.  S.  R.,  VoL  IX,  p.  43. 

''  Annual  Prog.  Rep.  Arch.  Survey.,  N. 
Circle,  1908,  p.  31  Dr.  A.  K.  Coonaaraswamy  con- 
siders the  Bhitargaon  temple  as  the  oldest  structural 
example  in  the  northern  style  and  sissigns  it  tenta- 
tively to  the  4th  century.  '  The  Arts  and  Crafts  of 
India  and  Ceylon,'  pp.  121,  122. 

isMarshall's  Guide  to  Sanchi,  p.  127. 


Bijapur  District,  Bombay  Presidency,  as  fur- 
ther evidence  of  the  fact  that  the  Brahmins 
constructed  temples  more  or  less  in  imitation 
of  chaitya  halls.  He  states  that  the  shik- 
haras  constructed  over  the  cellas  in  these 
shrines  were  "  Dravidian  in  style  "  and  "quite 
distinct  from  the  character  of  the  northern 
shikhara?"  Mr.  Simpson  seems  to  have  been 
misinformed  about  the  temple  types  to  be 
found  at  Aihole — (the  "  Aryyapura "  of 
ancient  inscriptions) — and  its  neighbouring 
village  of  Pattadakal,  for  we  find  Mr. 
Cousens  remarking  in  connection  with  the 
Northern  type  of  shikhara  surmounting  a 
shrine  at  Hutchhimalligudi  that  "  similar 
shikhara  is  to  be  met  with  on  old  temples  in 
Aihole  and  Pattadakal."-"  These  temples 
though  not  earlier  than  the  5th  century,  were 
not  erected  under  Gupta  influence,  and  they 
seem  to  indicate  that  the  introduction  of  the 
spire- form  here  was  due  not  to  any  foreign 
or  as  Mr.  Cousens  remarks,  to  any  dynastic 
influence.  The  Durga  temple^^  at  Aihole 
and  a  few  others  of  its  class  (Figs.  4)  have 
elaborately  decorated  spires  of  the  Northern 
Orissan  type"  and  at  Pattadakal,"  (Fig.  5) 
we  have,  as  "contrasted  more  strikingly  than 
at  Aihole,"  the  Northern  and  Southern  types 
of  shikharas  erected  long  before  the  evolu- 
tion of  the  hybrid  Chalukyan  style.^^  While 
opinions  may  differ  as  to  the  previous  exist- 
ence of  an  independent  style  closely  akin  to 
the  Chalukya,  Mr.  Cousens  may  be  taken  as 
correct  in  his  opinion  that  the  temples  at 
Aihole  "  show  an  unbroken  sequence  in  the 
styles  from  the  5th  to  14th  centuries,  from 
the  early  cave  to  the  latest  mediaeval 
temple."^^  At  Aihole  there  are  flat-roofed 
massive  temples  showing  "  the  first  step 
from  cave  Vihara  "  like  the  one  known  as 
Ladkhan  which  Mr.  Cousens  assigns  to  the 
middle  of  the  5th  century.  While  in  Kont- 
guddi  temple,  which  is  of  a  different  class, 
is  to  be  noticed  the  Chalukyan  shikhara  in 
embryo — showing  as  it  does  the  square  base 

'  Trcuisactions,  Royal  Institute  of  British 
Architects,  Vol.  VII   (N.S.) 

-"Cousens  'The  ancient  temples  of  Aihole,' 
Ann.  Rep.  Arch.  Survey,  1907-8. 

-^Progress  Report,   W.   Circle,   1907-8,  p.  203. 

"Progress  Report,  W.  Circle,  1909,  p.  34. 

"Progress  Report,  W.  Circle,   1910,  p.  40-41. 

"Loc.  cit.,  1909,  p.  35. 
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of  a  tower  about  5  feet  high — erected  over 
"  the  central  bay  of  the  roof."- '  The  Durga 
temple  follows  "  the  lines  of  the  apsidal 
Chaitya  cave  "  and  "  clearly  marks  the  transi- 
tion from  early  cave-work  to  constructional 
types."-"  Pattadakal  which  is  only  six 
miles  from  Aihole — seems  likewise — "  to 
have  been  a  point  upon  the  dividing-line 
between  the  northern  and  southern  styles  of 
shikharas  where  they  both  overlapped."-' 
Not  the  Dravida  alone  which  flourishes  in 
the  south,  but  the  other  two  styles  of  Indian 
Architecture  (Nagara  and  Vesara),  were  as 
mentioned  by  Dr.  P.  K.  Acharyya  "  geogra- 
phical "  in  the  same  sense  as  "  Graeco-Roman 
orders  '  and  the  observation  applies  mutatis 
mutandis  to  the  shikhara  types  The  pecu- 
liar spire  of  the  Durga  temple  brings  us,  in 
search  of  a  parallel,  to  Bhubaneshwar  (Figs. 
6,  7  &  8)  in  Orissa  where  the  closest  resem- 
blance is  to  be  met  with  in  shikharas  of  the 
Parasurameswar  and  of  the  Rajnani  tem- 
ples. Mr.  Havell,  it  is  true,  in  his  work  on 
the  "  Ancient  and  Mediaeval  Architecture  in 
India,"  speaks  about  miniature  monolithic 
shikhard  discovered  at  Sarnath  (Figs.  9  & 
1 1 )  but  it  appears  that  the  stupas  containing 
representsit'ons  of  shikharas  are  mostly  of 
ths  mediaeval  period  and  as  such  can  hardly 
establish  the  existence  of  the  spire-form  in 
pre-Christian  architecture  in  this  country."'' 
With  the  representations  of  this  class  of 
temples  on  miniature  stupa  at  Sarnath, 
should  also  be  compared  the  clay  seals  from 
Nalanda,  two  of  which,  we  are  able  to  illus- 
trate here  by  the  courtesy  of  the  Editor  and 
Mr.  P.  C.  Nahar,  the  owner  of  these  speci- 
mens. (Figs.  12  &  14)  They  apparently 
belong  to  the  11th  century.  It  must  not  how- 
ever be  supposed  that  the  similarity  in  these 
cases  is  only  of  a  casual  character  because  in 
the  Orissan  temples  a  peculiar  line  of  deve- 
lopment is  noticeable  in  the  enlarged  finial 
-Annual      Report.      Arch.       Survey,      1907-8, 

p.  192.  ,      . 

='^^Dr.  Burgess  from  a  comparison  ot  the 
style  of  its  interior  is  of  opinion  that  the  Durga 
temple  is  allied  to  the  cave  111  at  Badami  and  he 
places  it  within  a  century  after  the  cave  though  Mr. 
Cousens  would  rather  make  the  temple  precede 
the  cave  by  a  century. 

-Progress  Report  Arch.  Survey,  W.  Circle, 
pp.  40-41.  „  ^  ^   ., 

=  Rai  Bahadur  Pandit  Daya  Ram  Sahni  s 
Cuide  to  Sarnath,  pp.  218,  219,  220,  222. 


and  awalaka  coping-stone.  In  one  of  the 
temples  lying  to  the  S.-W.  of  the  village  of 
Aihole — the  shikhara  takes  "  more  of  the 
bolder  curve  of  Bhubaneshwar — that  of 
HutchhimuUiguddi  being  considerably 
straighter  in  outline."  Mr.  Cousens  fixed  the 
age  of  Parasurameswar  at  the  middle  of  the 
5  th  century  and  in  this  he  goes  beyond  even 
Messrs.  M.  A.  Arnott- '  and  M.  Ganguly.*" 
The  epigraphical  evidence  seems  to  support 
however  the  opinion  of  Dr.  Vincent  Smith, 
who  would  rather  place  the  Bhubaneshwar 
temples  in  the  9  th  or  the  10  th  century.  An 
unpublished  inscription  found  on  the  porch 
of  the  Parasurameswar  temple,  recording 
the  endowment  of  two  "  Naivedya-atha- 
kam  "  by  one  Rasheswar  with  the  object  of 
benefitting  thereby  an  ascetic  Brahmana,  has 
been  deciphered  at  my  request  by  Dr.  R.  C. 
Mazmndar  and  the  epigraphical  details 
examined.  Dr.  Mazumdar  is  of  opinion 
that  the  characters  belong  to  the  class  of 
alphabets  used  in  the  records  of  the  Soma- 
vamsi  kings  of  Kataka  and  have  a  striking 
resemblance  to  those  of  the  Vakratentuli 
charter  of  Mahabhava  Gupta  I  published 
by  Mr.  B.  C.  Mazumdar.^'  The  Parasura- 
meswar inscription  is  a  little  earlier  than 
the  last,  and  as  Somavamsi  kings  of  Kataka 
have  been  referred  by  Dr.  Fleet  to  the  11th 
century  A.D.,'"  the  epigraph  may  with  some 
reasons  be  assigned  to  the  10th  century. 
In  Parasurameswar  temple  there  are  sculp- 
tures of  the  most  elaborate  character  andl 
there  is  nothing  to  denote  any  tentative 
effort  which  is  naturally  to  be  expected 
from  early  Orissan  workers  in  stone 
material.  The  temple  walls  have  certainly 
a  later  appearance  and  the  structure  can 
hardly  be  ascribed  to  an  age  as  early  as  that 
of  the'Gupta  temples.  Even  if  it  be  taken 
for  granted  that  the  inscription  was  put  in 
at  a  later  date,  it  would  hardly  be  wise  to  go 
beyond  the  limit  fixed  by  Dr.  Vincent  Smith, 
7'iz..  the  Sth  or  9th  century  of  the  Christian 
era.*^     Contemiioraneous  probably  with  the 


'Report  with  photographs  of  the  r^airs 
executed  to  some  of  the  principal  temples  at  Bhub- 
aneshwar, Preface,  p.  3. 

^('Orissa  and  her  Remains,  p.  307. 

"'Epigraphia  Indica,  Vol.  XI,  pp.  93.  ff. 
Ibid.,  Vol.  Ill,  p.  333. 

^'A  history  of  Fine  Art  in  India  and  Ceylon, 
Chap.  VII,  p.  191. 
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Parasurameswar  temple  are  the  monolithic 
shikhara  temples  of  Masrur  and  the  Dham- 
nar  Hindu  temples  and  one  of  the  early  Jaina 
temples  at  Osia.  The  last  mentioned  temple 
IS  held  to  have  been  erected  during  the  reign 
of  Vatsaraja  between  A.D.  770  and  800 
and  may  unhesitatingly  be  assigned  to  the 
8th  century  if  not  to  an  earlier  date/^  The 
Masrur  temples  which  are  situate  in  Kangra 
District  possess  no  inscription.  From  the 
fact  that  these  monolithic  shrines  exhibit  all 
the  features  of  Indo-Aryan  style,  "  perfected 
as  if  they  had  been  practised  for  centuries," 
there  being  nothing  archaic  and  no  copying 
of  wooden  models,  Mr.  H.  Hargreaves  is  un- 
willing to  believe  that  they  date  from  an 
epoch  earlier  than  the  8  th  century.^^  The 
rock-hewn  Hindu  temples  of  Dhamnar  in 
Rajputana^®  were  made  out  of  a  huge  pit- 
like excavation  in  the  midst  of  which  masses 
of  living  rock  have  been  hewn  into  the  shape 
of  shikhara  temples.  The  age  of  these  curi- 
ous shrines  can  be  ascertained  from  an 
epigraph  at  the  pedestal  of  an  image  of 
Kdki  avatara  which  are  in  characters  of  8th 
or  9th  century."  From  the  9th  to  the  13  th 
century,  the  Aryyavarta  style  of  spire-tem- 
ples flourished  in  all  its  glory.  In  Orissa  it 
culminated  in  the  famous  Black  Pagoda 
of  Konarak  which  more  than  the  Muktesvara 
temple  deserves  to  be  styled  as  "  the  Jewel  of 
Orissan  Art."  Of  this  temple  the  spire  is 
said  to  have  been  left  incomplete  but 
specialists  themselves  are  not  agreed  on  this 
point.  All  attempts  at  reconstruction  on  the 
basis  of  the  present  remains  indicate  however 
that  it  was  built  on  the  orthodox  Orissan 
model.  In  this  connection  mention  should  be 
made  also  of  the  temple  of  Narasinha-natha, 
situated  in  a  different  part  of  the  Utkal  tract. 
This  temple  is  ascribed  by  Dr.  D.  R.  Bhan- 
darkar  to  the  9th  century  or  even  to  an  ear- 
lier date'-  and  may  be  taken  as  an  example 


^*D.  R.  Bhandarkar's  Temples  of  Osia, 
Arch.  Survey  Ann.  Rep.,  1908-9. 

3"Arch.  Survey  Ann.  Rep.,  1915-16, 
pp.  47-48. 

^'^The  Dhanuiar  caves  are  situated  near  the 
village  of  Chandwas  about  50  miles  to  the  S.-W.  of 
Jhalpathan.  For  illustration  see  Ind.  Antiq.  Sept. 
1910,  p.  246,  PI.  V  &  VI. 

"Cunningham's  A.  S.  R.,  VoL  II,  p.  277. 


of  the  transition  type  between  the  Pattada- 
kaJ  and  the  Orissan  models.  Mr.  Simpson 
has  held  that  the  age  of  the  Orissan  temples 
may  be  determined  from  the  bend  or  slope 
of  the  spire.  In  temples  of  later  date  the 
bend  begins  mostly  on  the  top  whereas  in 
the  tower  of  the  Lingaraj  temple  (Fig.  8) 
which  though  later  than  Parasurameswar  is 
undoubtedly  one  of  the  early  examples  of 
Orissan  spire-construction — "  the  line  rises 
quite  straight  from  some  distance  above  the 
cell  and  only  bends  a  little  at  the  summit."^* 
In  the  Khajuraho  group  of  temples  (Figs.  13 
&  17)  we  find  a  close  congener  of  the  Orissan 
variety.  In  these  sAr^Aara  temples  of  the 
correct  Aryyavarta  pattern,  constructed 
mostly  between  10th  and  11th  centuries,  we 
find  as  in  the  case  of  Orissan  shrines,  no  un- 
certainty in  any  of  the  parts.  "  Each  form 
is  defined  and  settled;  the  plan  had  attained 
to  a  recognised  type.  The  decoration  is 
rich,  elaborate  and  beautiful,  implying  a  long 
experience  "  before  such  results  could  have 
been  achieved.*"  The  same  remark  applies 
to  a  certain  Lakulishvara  temple  at  Chhotan, 
Marwar  State,  believed  to  be  of  the  11th 
century  A.D.  which  though  comparatively 
small  in  size  is  certainly  not  unhappy  in. 
design  being  related  less  remotely  to  the 
Khajuraho  chain  than  to  any  South-Eastern 
model  (Havell's  Handbook  PL.  XV.  A).  Of 
the  more  recent  examples  of  the  spire  tem- 
ples preserving  tradition  of  the  Indo-Aryan 
shikhara  may  be  cited  the  temple  of 
Dhumeswar  at  Pawa,  Gwalior  and  the 
Jaina  temples  of  Ranpur  in  Jodhpur  State. 
The  latter  shrines  date  from  the  15th  cen- 
tury and  have  regular  curvilinear  spires 
bearing  a  great  resemblance  to  Orissan  shik- 
hara. It  is  however  between  11th  and  14th 
centuries  that  the  shikhara  reached  its  acnae 
of  development  and  it  was  during  this 
period  that  the  norm  seems  to  have  been 
carried  beyond  the  confines  of  India.  The 
temple  in  Lopbari  in  Siam,  depicted  in 
Diihring's  "Buddhistische  Tempel  anlagen 
in  Siam  "  Vol.  II  (Tafel  5)  is  undoubtedly  a 


3«Annual  Report.  Arch.  Survey,  1904. 

^'"Origin  and  Mutation  in  Indian  Architecture. 
Loc.  cit.,  p.  23. 

^''Loc.  cit.,  p.  231. 
122,  PL  9. 
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temple  of  pure  shikhara  type.  Of  the  two 
classes  of  old  spire  pagodas  extant  in  Bur- 
ma,  one  is  of  regular  curvilinear  form  having 
a  close  affinity  to  the  curvilinear  Indo- 
Aryan  type  (Fig.  21).  As  an  example  may 
be  .mentioned  .the  .Ananda  pagoda  .of 
Pagan.  Mr.  Charles  Duroiselle  presumes 
the  existence  of  an  intercourse  between  a 
certain  Burmese  Tantric  Buddhist  sect  and 
the  Vajrayanist  and  the  Sahajiyas  of  Nepal." 
The  Sahajiya  element  was  also  strong  in 
mediaeval  Orissa  and  it  is  not  improbable 
that  the  curvilinear  shikhara  form  found  its 
way  to  Burma  via  Orissa,  if  not  from 
Northern  India.  The  Bebe  pagoda  in 
Prome  District  bears  a  considerable  resem- 
blance in  general  characteristics  to  the  old 
stone  .Shiva  .temple  .at  Bajaura  in  Kulu 
Valley,  Punjab.  The  shikhara  of  the  former 
however  is  not  characterised  by  pilasters  and 
pjmels  at  the  sides  and  the  amalaka  which 
is  so  prominent  in  the  Punjab  temple  is  miss- 
ing in  the  Burmese  specimen.^*  The 
shikharah&s  been  observed  over  shrines  at 
Triloknath  and  Nirmand  and  in  view  of  the 
frequence  of  these  spires  in  different  parts 
of  Not^thern  India — their  transference  to 
Nepal  (Fig.  25),'-'  Indian-Tibet  on  the 
Himalayan  border,  or  ."Western  Tibet" 
as  .  it  used  to  .  .  be  formerly  called, 
seems  to  be  a  natural  sequence.  These 
siAA/iara  temples  were  believed  to  have  been 
introduced  at  Nirmand  between  the  7  th  and 
11th  century  and  the  shrine  near  the  temple 
of  Chandi  Devi  of  which  we  give  an  illus- 
tration may  be  regarded  as  a  representative 
example.'-  Although  Behar  and  Bengal 
are  both  close  to  Orissa  there  is  nothing 
surprising  in  the  fact  that  in  these  two  pro- 
vinces the  temple  form  and  its  spire  should 
show  an  independent  course  of  develop- 
ment. A  distinct  departure  from  the  Indo- 
Aryan  s/jij^/iara is  noticed  amongthe charac- 
teristics of  the  Bengali  temples  described  by 
the  late  Rai  Bahadur  Monmohan  Chakra- 
varti"  as  also  in  Tirhut  types  of  temples 
dealt  with  by  Dr.  D.  B.  Spooner  in  his  iec- 
ture  before  the  Behar  and  Orissa  Research 

*'Annual   Rep.   Arch.   Survey,    1915-16,   p.   83. 

^-Journal    of    Indian    Art    and     Industry    No. 

^-''The  temples  of  Nepal  are  known  as 
*  Shringa  Mandirs'  (spire  temples). 

"M.  Chakravarti  in  J.  A.  S.  B,  Vol.  (N.S.) 
1909,  p.  141,  et,  seq. 


Society.^'  The  greater  part  of  the  present 
province  of  Bengal  is  formed  out  of  the  del- 
taic silt  deposit.  The  absence  of  suitable 
stone  building  materials  and  the  nature  of 
the  soil  are  not  at  all  conducive  to  the 
preservation  of  ancient  monuments.  The 
existing  remains  are  post-Mussulman  and  not 
one  of  them  "  can  be  authentically  put  before 
the  17th  century.""  It  may  be  that  the 
multi-towers  of  the  Bengali  temples  were 
suggested  by  "  the  Kiosk  groups  of  the  later 
Af gan  tombs "  but  we  find  on  a  careful 
scrutiny  that  these  towers  or  miniature 
siA/iaras  placed  over  the  hut-roofs  peculiar 
to  the  Bengal  style  of  temples  still  retain  to 
a  certain  extent  the  curvilinear  form  of  the 
Indo-Aryan  shikhara  although  theamalaka 
stone  is  wanting  and  the  tops  of  some  of 
their  spires  are  built  in  short  horizontal  tiers 
which  give  them  a  somewhat  corrugated 
appearance.  As  an  example  may  be  men- 
tioned the  spires  of  the  Nava-ratna  temple  of 
Raghunath  at  Baxa  of  which  an  illustration 
has  been  given  by  Rai  Bahadur  M.  Chakra- 
varti and  the  very  well-known  Kantanagar 
temple  in  Dinajpur  District  which  has  been 
mentioned  by  Mr.  Fergusson  and  Dr.  V.  A. 
Smith."'  As  specimens  of  temple  spires  of 
typical  Aryyavarta  pattern  we  may  mention 
the  Rajabarir  Math  of  Dacca  and  Ichhai 
ghost's  Deul  (temple)  of  Birbhum  which  have 
been  published  by  Mr.  N.  K.  Bhattasali  in  a 
recent  article."''  Both  of  them  though 
not  pre-Mussulman  are  certainly  old  enough 
to  be  cited  as  examples  of  Bengali  architec- 
ture free  from  extraneous  influence.  Dr. 
Spooner  has  been  at  great  pains 
to  show  that  the  spires  of  Tirhut  temples 
are  free  not  only  from  the  influence 
of  Orissan  models  but  also  of  the  Benares 
type  called  "  Bengal  temple  "  by  Fergusson. 
Dr.  Spooner  admits  that  "  Orissan  temples 
are  centuries  older  than  the  structures  now 
extant  in  Tirhut.""  It  is  true  that  in  these 
shrines  conical,  octagonal,  pyramidal  and 
domical  spires  are  to  be  seen  (Figs.  18,  19  & 
20)  in  all  their  varieties  but  this  modern  devia- 
tion  from  the  outline  of  the  curvilinear  class 

"J.«B.  O.  R.  S,    Vol.  II,  pt.  II,  p.  119,  et,  seq. 
*^M.  Chakravarti,  loc.  cit.,  p.  147. 
"Ibid,  fig.  6,  p.  157. 
^c^Pravasi,  Baisakh,  1329,  pp.  74,  76. 
*'Dr.    Spooner   in    J.    B.    O.    R.    S.,    loc.    cit., 
p.  124. 


49 


of  shikharas  canhardlydisposeof  the  strong 
influence  of  the  once  prevailing  Indo-Aryan 
model,  which  is  so  much  in  evidence  in 
ancient  and  mediaeval  temple  architecture  in 
different  parts  of  the  country.  In  no  age 
or  clime  csui  architects  of  genius  continue  to 
be  slavish  imitators  of  a  single  model,  and 
if  the  architects  of  Tirhut  were  successful  in 
devising  novel  spire- forms,  it  would  hardly 
be  justifiable  to  believe  in  the  absence  of  any 
existing  remains  warranting  such  a  pre- 
sumption, that  these  norms  can  be  placed  at 
a  period  of  remoter  antiquity  than  spires  of 
the  Aryyavarta  class,  merely  on  the  ground 
of  a  supposed  simplicity  in  structure.  As 
a  special  feature  of  Tirhut  types,  Dr.  Spooner 
has  laid  stress  on  the  constancy  of  the 
rhythm  existing  between  the  vertical 
panelling  and  the  horizontal  banding  con- 
sisting sometimes  of  "  very  schematic  minia- 
tures." The  decorative  miniature  in  hori- 
zontal panelling  and  reduplication  of  spires, 
is,  as  Dr.  Spooner  observes,  a  striking  pecu- 
liarity of  Hindu  ornament  and  may  have 
been  due  to  an  aesthetic  sense  of  the  play  of 
light  and  shade.  It  is  well  known  that 
vertical  arrangements  of  miniature  spires 
on  the  body  of  the  shikhara  is  also  a  charac- 
teristic of  Orisssui  architecture  though  hori- 
zontal bands  of  this  sort  are  not  prominent  in 
temples  of  the  Lingraj  type.  (Fig.  8)  These 
details  however  are  rather  out  of  place  in  a 
general  discussion  of  sAr'^^Aara  structures  and 
a  more  minute  comparative  study  may  well 
be  left  to  archaeologists  interested  in  the 
subject.  In  our  search  of  the  original  cur- 
vilinear type  among  these  diverse  forms,  we 
find,  as  Dr.  Spooner  has  himself  admitted, 
faint  traces  of  a  curvilinear  outline  "  peculiar 
to  the  Indo-Aryan  Benares  example  in  the 
Ramchandra  Mandir  at  Ahiari."***  We  can 
hardly  agree  with  Dr.  Spooner  in  his  opinion 
that  "  the  individual  instances  "  where  the 
shikhara  according  to  him  has  thus  been 
influenced  in  a  minor  way  are  merely  acci- 
dental. The  persistence  of  the  older,  and 
we  would  add,  the  original,  model  certainly 
proves  the  great  hold  it  had  over  the  mind 
of  the  Indian  architect  and  the  form  would 
hardly  have  been  so  widespread  if  it  had 
not  been  the  principal  prototype  of  temple 

'^^Dr.    D.    B.    Spooner,    loc.    cit.,    p.    128,    and 


spires  in  India.  Even  in  a  land  like  Tirhut, 
so  rich  in  varieties  of  architectural  forms, 
these  survivals  of  the  norm  of  curvilinear 
Aryyavarta  shikhara  after  a  course  of  cen- 
turies should  not  be  cast  aside  as  mere  mons- 
trosities even  though  the  later  developments 
may  be  more  striking  on  aesthetic  grounds. 
Those  who  direct  their  gaze  into  the  vistas 
of  the  dim  Past  would  rather  assert  that 
like  the  upright  stone  and  the  obelisk,  the 
pyramid  and  the  minaret,  the  spires  were 
originally  emblems  of  the  lingam  and  "  were 
seized  upon  to  express  the  theistic  idea."^** 
In  India,  where  sex-worship  is  still  widely 
prevalent,  a  theory  like  this  does  not,  at  first 
sight  seem  inconsistent.  That  some  pago- 
das '^  assume  an  ansdogous  shape  "  has  aJso 
been  remarked  by  Paolino^"  in  connection 
with  the  prevalence  of  Phallic  symbols  in 
India.  The  fact  that  spire-temples  are  built 
not  only  to  indicate  the  Shaivite  cult  but 
the  Vaishnavite  and  the  Buddhist  cults  as 
well,  remains,  however,  to  be  reckoned  with. 
Whether  the  Phallic  idea  may  be  reg'arded  as 
having  even  a  remote  bearing  on  th'6  primal 
significance  of  the  shikharaor  oot*\ierfi  is  no 
doubt  that  in  the  construction  of  these  tapc5» 
ing  structures  pointing  heavenwards  like 
symbolic  finger-posts,  the  Hindu  architects 
were  inspired  by  a  two-fold  object.  The 
desire  to  call  prominent  attention  to  the 
shrine,  even  of  distant  on-lookers,  was  cer- 
tainly there,  as  the  typical  flag-adorned 
upright  bamboo''  of  wayside  rural  shrines 
still  bears  witness,  but  though  not  so  appar- 
ent to  the  vulgar,  it  was  a  no  less  emphatic 
attempt  to  express  in  the  language  of 
architectural  forms,  the  spiritual  salvation 
of  men  ;  and  to  denote  the  heavenward 
ascent  which  a  true  devotion  to  the  deity, 
enshrined  in  the  cells  below,  was  believed  to 
ensure  to  the  pious  and  the  pure-hearted. 
Mr.  Havell,  who  is  inclined  to  find 
in  th9  shikhara,  din  emblem  of  Vishnu,  the 
Preserver,°"sees  here  only  an  application  "  of 

^'Sex-worship  and  symbolism  of  Primitive 
Races,  Sanger  Brown  II,  pp.  37,  41,  42. 

Paulinus's  voyage  to  the  East  Indies, 
translated  from  German  by  W.  Johnstone,  London, 
p.  379. 

siThis  fact  has  also  been  noted  by  Mr. 
Simpson,  in  his  very  valued  contribution  on  the 
subject  already  referred  to. 

"Havell's  Indian  Allegory,  Art  and 
Architecture  pp.  8,  9. 
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the  water-lily  symbol  to  the  roofing  of  the 
cell  "  which  contains  "  the  deity's  image  in 
any  of  its  sectarian  forms — Buddhist,  Jain, 
Vaishnavite  or  Saivite  e^c"^^  He  holds  that 
"shikhara  is  Indo- Aryan,  not  only,  because 
it  was  mostly  found  in  Northern  India  or  the 
Ancient  Aryyavarta,  but  because  it  was 
introduced  into  India  by  the  early  Aryans 
and  was  peculiarly  their  own  contribution  to 
Indian  building  traditions."''^  Mr.  Havell 
derived  the  origin  of  the  sAi^^ara  from  Meso- 
potjunian  sources  and  refers  to  the  royal 
fortress  palaces  of  analogous  forms  depicted 
in  the  stele  of  Naram-Sin  now  in  the  Louvre 
(Fig.  22),  and  .in  one  of  the  sculptures 
figured  in  Layard's  Nineveh  (PI.  16,  2nd 
series),  ascribed  to  the  age  of  Sennacherib. 
According  to  Craig,  the  translator  of  Dr. 
Winckler's  "  History  of  Babylonia  and  Assy- 
ria," Naram-Sin  flourished  some  time  about 
3750  B.C.  and  Sennacherib  ruled  the  Assy- 
rian Kingdom  nearly  three  thousand  years 
after  him,  from  B.C.  705  to  681''  and  reached 
the  pinnscle  of  his  power  in  B.C.  689,  when  he 
captured  Babylon.  The  cradle  of  the  Aryan 
/  race  and  civilization  was,  in  all  probability, 
%nniewliere  in  Eastern  Asia.  It  might  have 
been  in  Eastern  Turkistan  or  in  Asia  Minor, 
but  we  tread  indeed  over  shadowy  ground 
when  we  go  beyond  B.C.  2000  to  trace  the 
transference  or  importation  into  India  of 
early  architectural  forms  and  models.  Dr. 
A.  K.  Coomaraswamy  opines  that  some  of 
the  early  motifs,  common  to  ancient  Greece 
and  India,  reached  the  latter  country  via 
Bactria  across  the  Caucasus  range  or  via 
Persia  across  the  Persian  Gulf,  either  from 
Syria  or  the  coast  of  the  Aegean  Sea."  Pre- 
suming that  the  Assyrians  derived  the  archi- 
tectural device  from  the  common  culture- 
ground  of  the  Aryan  family,  there  still 
remains  the  necessity  of  proving  that  the 
Assyrians,  the  Babylonians,  or  any  of  the 
now  extinct  ancient  races,  whose  architec- 


■'Havell's  Ancient  and  Medisevad  Archi- 
tecture in  India,  p.  €3. 

''Havell's  paper  on  Gupta  style  of  Archi- 
tecture and  the  Origin  of  5/i(&Aara,  Bhandarkar 
Commemoration,  Volume,  p.  444. 

^'Ostasiastische     Zeitschrift,  VoL  III,  p.     387. 

'^Vide  the  article  on  Hinduism  in 
Hasting's   Encyclopaedia    of    Religion    and    Ethics, 


tural  remains  have  been  discovered  in  this 
tract,  had  constant  and  direct  intercourse 
with  India  even  at  a  later  age.  The  Assy- 
rian and  Babylonian  cultures  might  have 
been  historically  inter-dependent  and  it  may 
be  natural  to  presume  from  the  respective 
geographical  situation  that  Babylon  was 
in  early  communication  with  India.  It  is 
even  believed  by  some  scholars  that  the 
Hindus  came  into  contact  with  Babylonians 
at  a  date  later  than  2000  B.C.^"'  The  only 
relic  from  ancient  Babylonia,  so  far  dis- 
covered in  India,  is  a  stone  cylinder  seal  now 
in  the  Nagpur  Museum"  and  it  would,  we 
think,  be  considered  somewhat  over-bold  to 
hang  on  this  slender  thread,  the  story  of 
Mesopotamian  im]x>rtation  of  the  shikhara, 
in  itself  the  partial  resurrection  of  an  older 
theory  about  alleged  Iranian  or  Persian 
origin  which  had  died  a  natural  death.  The 
fact  that  the  ancient  flat-roofed  temples  of 
India  precede  thesAii^Aarastructures,  and  in 
their  turn,  are  preceded  by  cave-temples 
hollowed  out  of  living  rock,  effectually  dis- 
countenances any  supposition  of  this  sort. 

While  we  are  grateful  to  Mr.  Havell 
for  thus  bringing  to  prominent  notice  these 
sA  r'A^a  ra -//Ae  form*  of  Assyrian  origin  which 
are  undoubtedly  the  oldest  Asiatic  types 
known  to  us,  we  think  that  the  conclusions 
drawn  by  him  as  regards  the  significance  of 
domical  forms  and  thes/iiA/iara-/iAetowered 
structures  are  hardly  warranted  by  fact. 
One  of  Mr.  Havell's  examples  is  drawn  from 
Plate  17  of  Layard's  Nineveh  or  to  give  the 
volume  its  full  title;  "  A  second  series  of  the 
Monuments  of  Nineveh  including  bas-reliefs 
from  the  Palace  of  Sennacherib  and  bronzes 
from  the  Nimroud  "  (London,  Murray,  1854). 
The     plate     bears     this     short     description 


Vol.  yi,  p.  688  ff.  referred  to  by  the  late  B.  G. 
Tilak  in  his  article  on  Chaldean  and  Indian  Vedas , 
Bhandarkar  commemoration  volume,  p.  30.  The 
Mitsmi  who  worshipped  Vedic  deities  like  Mitra, 
Vsunna  and  Indra  is  said  to  have  flourished  in  N. 
Mesopotamia  in  1400  B.  C.  and  at  an  earlier  date. 
Mr.  Tilak  held  apparently  on  these  data  that  the 
intercourse  between  the  Indituis  and  the  Turaniem 
races  took  place  at  a  remote  period  of  antiquity 
and  the  indebtedness  was  mutueJ  and  not  much 
one-sided  between  these  two  eJmost  contempor- 
aneous civilizations.     Loc.  cit.,  p.  37  and  p.  42. 

"Mr.    R.  D.    BanerJee's    History    of     Bengal 
(In  Bengali)  Vol.  I,  pp.  20-22. 
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"  Workmen  with  implements  and  ropes  for 
moving  a  winged  Bull "  (Konyunjik)  8.  The 
attempt  to  associate  the  spire  in  the  bas- 
reliefs  with  the  Vishnu  or  Creator,  because 
of  the  flowering  tree  near  it,  and  the  domi- 
cal form  with  the  Destroyer  (Shiva),  because 
of  the  presence  of  Yew  trees  depicted  in  the 
vicinity,  seem  to  us  to  be  too  idealistic  for  a 
matter-of-fact  study  of  architecture.  The 
symbolism  sought  to  be  imposed  in  this  con- 
nection is  clearly  out  of  place.  The  main 
theme  of  the  picture  is  the  carrying  of  a 
winged  Bull  to  the  top  of  an  artificial  mound. 
We  find  in  the  reproduction  a  well-defined 
channel  marking  a  flowing  stream  amd  four 
carts  pulled  by  men  apparently  in  parallel 
rows.  The  Yew  trees  are  to  be  found  not 
only  near  the  dome-like  building,  but  also  in 
the  lower  parts  of  the  panel.  Yew  trees 
and  flower-bearing  trees  of  an  exactly  simi- 
lar type  are  also  depicted  in  Plate  15  of  the 
same  album,  (Fig.  23)  close  to  a  mountain 
ridge  at  the  top  of  the  picture,  where  no 
architectural  representations  appear.  This 
seems  clearly  to  point  to  the  fact  that  the 
trees  are  merely  of  a  conventional  kind. 
The  earlier  tombs  might  have  been  domical 
in  form  and  the  towers  or  the  so-called  shi- 
khara  structures  were  probably  associated 
with  fortresses,  but  it  is  too  far-fetched  to 
draw  from  them  any  analogy  as  regards  the 
shapes  of  Vaishnavite  and  Shaiva  temples.. 

As  we  have  seen  in  the  course  of  our 
enquiry,  it  has  not  been  possible  to  trace 
back  beyond  the  5th  or  6th  century  A.D., 
the  authentic  exhlence  of  shikhara  form  in 
this  country.  It  appears  to  be  certain  that 
as  in  the  case  of  mediaeval  ChaJukyan 
shikharas,  the  Indo-Aryan  sA/AAaras  which 
were  of  undoubtedly  earlier  origin  formed 
no  part  of  the  original  temples  which  were 
flat  on  the  roof.  Among  the  ancient  monu- 
ments of  Aihole,  has  also  been  found  a 
temple  in  v/hich  the  shikhara  or  tower 
is  totally  different,  being  "far  more  archaic 
looking  and  clumsy."  Mr.  Gjusens  almost 
admits  that  "  it  gives  one  the  idea  of  an  early 
stage  in  the  evolution  of  the  Northern  style 
of  tower  "  and  the  sole  ground  of  his  objec- 
tion to  this  inference  is  that  it  is  "  not  likely 
that  a  crude  attempt  would  be  erected  side 
by      side     with      the     perfected     article."'- 

=^Loc.  cit.,  p.  201. 


In  view  of  the  innate  conservatism  of 
the  Indian  master-builders  exemplified  in 
the  copy  of  cave  types  and  the  more 
primitive  wooden  form,  this  objection 
seems  to  be  clearly  beside  the  meu-k.  Freak 
buildings  are  the  rank  architectural  growth 
of  the  present  day  and  if  the  shikhara,  in  its 
fully  developed  form,  had  really  been 
imported  from  abroad,  there  would  hardly 
have  been  left  any  trace  of  early  embryonic 
examples  among  these  temple-types  of 
ancient  Aryyapura.  Fergusson,  in  his  work 
on  Indian  and  Eastern  architecture,  was 
unable  to  trace  out  the  origin  of  theshikhara 
beyond  describing  it  as  a  "  constructional 
necessity."  He  maintains  however,  that  the 
shikhara  temple  is  a  sure  indication  "of  the 
existence,  past  or  present,  of  a  people  of 
Dasyu  extraction."  Though  Mr.  Havell 
finds  fault  with  this  theory,  Dr.  A.  K.  Coo- 
maraswamy  says  with  no  uncertain  emphasis 
that  the  later  styles  of  architecture  have 
clearly  been  shown  to  be  the  development  of 
aboriginal  and  non-Aryan  structures  built 
of  wood,  bamboo,  thatch,  etc.,  and  that  archi- 
tecture had  not  made  much  progress  among 
the  Aryans,  when  they  first  entered-  India. 
The  question  is  a  debatable  one  and  at  pre- 
sent it  is  difficult  to  hold  extreme  views  on 
either  side.  That  the  non-Aryan's  predeces- 
sors of  the  Aryan  invaders,  made  their  con- 
tributions to  the  common  wealth  of  culture 
in  the  Vedic  or  post-Vedic  period,  is  prob- 
able and  it  is  certainly  interesting  to  find  in 
a  thatched  temple-hut  of  the  Todas,  a  still 
surviving  example  of  aboriginal  shikhara. 
What  is  still  more  striking  is  the  use  of  a  flat 
stone  to  cover  the  opening  at  the  top  of  the 
spire  where  certain  relics  are  intended  to  be 
hidden  away  from  the  public  gaze.^^^  From 
its  position  at  the  top  of  the  spire,  this  stone 
may  well  be  regarded  as  the  fore-runner  of 
the  amalaka.  Mr.  Simpson  who  gives  an 
illustration  of  this  structure  in  his  learned 
paper  on  "  Origin  and  Mutations  in  Indian 
and  Eastern  Architecture  "  referred  to  above, 
is  of  opinion  that  the  circular  rooms  in 
Behar  caves  with  dome-like  roofs  are  the 
developments  of  these  Toda  huts.""  It  may 
be  argued  that  these  aboriginal  structures 
were  more  or  less  confined  to  certain  locali- 

^"Transactions     of      the     Royal     Society     of 
British  Architects,  Vol,  VIL  N.  S.,  fig.  112,  p.  244. 

•^^Loc.  cit.,  p.  253. 
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ties  in  Southern  India,  and,  as  such,  were 
hardly  likely  to  influence  the  cave  construc- 
tions in  ancient  Magadha.  The  form,  how- 
ever, must  have  been  familiar  to  a  certain 
section  of  aboriginal  inhabitants,  and  it 
might  have  caught  the  fancy  of  the  Aryan 
settlers,  who  had  come  into  contact  with 
them.  The  fact  that  the  Aryan  conquerors 
themselves  used  a  cocmbination  of  mat  and 
thatch  in  the  construction  of  their  sacrificial 
sheds,  as  Mr.  Simpson  has  shown  from  Prof. 
Eggeling's  description  in  the  "  Satapatha 
Brahmana ""  may  be  regarded  as  lending 
countenance  to  the  possibility  of  imitation 
of  such  aboriginal  constructions,  especially, 
in  localfties  where  the  intercourse  was  more 
frequent  and  intimate.  Mr.  Havell  in  his 
new  book  on  Art  (A  Handbook  of  Indian 
Art  by  E.  B.  Havell,  1920,  p.  14)  says,  in  the 
course  of  his  remarks  on  "  the  Lotus  dome," 
"In  the  same  way  the  curvilinear  shikhara  is 
the  technical  modification  of  the  conical  hut 
of  Mesopotamian  and  Persian  villages.  In 
both  cases  the  forms  were  fully  developed 
constructively  in  India  many  centuries 
before  Indian  Craftsmen  were  pressed  into 

the  service  of  Islam  " As  regards  this 

■■alleged  Mesopotamian  cum  Persian  origin 
of  the  shikhara,  the  distinguished  critic 
apparently  suggests  that  the  primitive  model 
was  imported  by  the  way  of  ancient  Persia. 
There  is  some  archaeological  evidence  to 
show  that  at  ancient  Taxila  there  was  a  real 
point  of  contact  between  Indian  and  Persian 
cultures.  Although  among  the  ruins  of 
that  ancient  university  town  of  the  North- 
Western  border,  an  Aramaic  inscription  and 
the  remains  of  a  fire  temple  have  been  dis- 
covered in  the  course  of  recent  archaeologi- 
Ccd  excavations  not  one  iota  of  evidence  is 
yet  forthcoming  to  prove  the  existence  of 
any  shikhara  structure  coeval  with  the  other 
monuments.  From  its  position  on  the  bor- 
der and  its  cosmopolitan  population,  Taxila 
certainly  was  a  place  where  an  imported 
architectural  plan  or  design  was  most  likely 
in  evidence.  If  the  evolution  of  the  temple 
spire  or  shikhara  from  the  conical  hut  be 
accepted  ais  a  probable  hypothesis.  I  do  not 
see  why  Toda  huts  of  aboriginal  origin, 
(illustrated  in  Mr.  Simpson's  article),  should 
not  be  accepted  as  their  ultimate  proto- 
"Loc.  cit.,  p.  267,  et  seq. 


types.  The  borrowing  of  primitive  hut- 
forms  fro(m  Persia  and  Asia  Minor  has  not 
yet  been  proved  on  the  other  hand  the  fami- 
Harity  of  Aryan  settlers,  with  the  types  of 
hut  of  their  non-Aryan  neighbours  may,  I 
believe,  be  safely  presumed  under  the  cir- 
cumstances. At  a  later  date  the  translation 
of  the  design  into  structures  made  of  wooden 
material  may  certainly  have  introduced  the 
ribbed  and  angular  features  common  to  cer- 
tain types  of  theshikhara.  This  seems  to  have 
been  very  aptly  illustrated  by  Mr.  Havell  by 
the  illustration  of  a  ruined  temple  at 
Khajuraho  (Handbook  pi.  XXVII). 

While  this  may  be  considered  as  one  of 
the  probable  theories  of  the  origin  of  the 
shikhara  a  second,  and  one  hardly  more 
palpable,  has  been  favoured  by  some  other 
scholars  of  whom  Prof.  Macdonell  may  be 
mentioned  as  a  prominent  representative. 
In  his  paper  on  "  The  Buddhist  and  Hindu 
Architecture  in  India  "  read  before  the  Royal 
Society  of  Arts  on  February  25th,  1909,  he 
expressed  the  opinion  that  "  the  Southern  or 
Dravidian  style  of  architecture  is  found  only 
within  the  tropics  or  south  of  the  23rd 
degree  of  the  Northern  latitude  and  the 
northern  or  Indo-Aryan  style  is  found  only 
north  of  the  Tropic  of  Cancer  excepting  only 
the  eastern  and  western  extremities  and  that 
the  Dravidian  temple  has  been  evolved  from 
the  Buddhists  monastery  while  the  Indo- 
Aryan  Hindu  temple  has  been  developed 
from  one  of  the  two  other  classes  of  Buddhist 
buildings  namely  the  stupa  or  chaitya.'*^' 
This  view  has  not  yet  met  with  general 
acceptance.  As  Mr.  Simpson  points  out, 
the  progressive  stages  of  development  from 
stupa  to  the  s/i/AAara  has  never  been  satis- 
factorily explained,  """  and  the  step  show- 
ing the  preliminary  change  from  stupa  to 
the  shikhara  form  is  also  missing."^  What 
has  been  said  of  stupa  in  this  connection 
applies  also  to  the  chatty  a  and 
Prof.  Macdonell  seems  to  have  been  in 
doubt  as  to  which  of  these     two  classes  of 


'-Extract  from  Prof.  Macdonell's  paper 
quoted  by  Mr.  A.  H.  Longhurst  in  his  article  on 
'  The  influence  of  Umbrella  on  Indian  architecture,' 
Journal  of  Indian  Art  and  Industry  No.  122,  p.  7. 

"-^In  the  Mayamata  the  upper  part  of  a 
temple  is  technically  called  a  stupika,  probably 
suggesting  its  derivation  from  a  stupa- — Ed.  .... 

''^Simpson,  loc.  cit.,  p.  232. 
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structures  the  evolution  and  final  shaping  of 
the  Indo-Aryan  sAiAAara  was  due.  Mr. 
Longhurst  in  a  footnote  hints  at  the  com- 
bination of  stupa  and  chaitya  as  the  basic 
elements  of  some  of  the  Hindu  temples,"^  but 
so  far  as  we  are  aware,  no  satisfactory  solu- 
tion has  yet  been  arrived  at  regarding  the 
origin  of  shikhara  along  these  lines  of  en- 
quiry. It  would  be  hazardous  to  premise  the 
origin  of  the  curvilinear  shikhara  from  the 
bell-like  dome  of  the  Buddhist  cave  near  Jel- 
lalabad/'  or  from  the  curvilinear  sides  of  the 
arch-like  cave-roof  at  Bala-Mughrab""  in 
Afgan  territory,  while  the  architectural 
details  pointing  to  a  probable  connection 
with  the  Euphrates  valley  is,  as  Mr.  Simpson 
frankly  confesses,  *  so  early,  that  we  have 
no  historical  knowledge  of  it.*^ 

Mr.  A.  H.  Longhurst  who  lends  his 
support  to  the  theory  of  the  evolution  of  the 
temple,  from  the  stupa  and  cites,  as 
examples,  the  rock-cut  temples  of  Kholvi 
where  the  stupa  has  been  hollowed  out  into 
a  cell  and  an  image  of  Buddha  placed  within, 
finds  difficulty  in  explaining  the  curvilinear 
shape  of  the  Indo-Aryan  roof.  He  suggests 
"  the  development  of  the  stupa,  with  per- 
haps a  slight  combination  of  the  t;iAara  con- 
ventionalism."""    According     to     this    view 

'^Journal  of  Indian  Art  and  Industry  No. 
122,  footnote,  p.  7. 

' 'Simpson,  loc.  cit.,  p.  256,  fig.  125. 

'Ibid,  p.  257,  fig.  127. 

""Ibid.  p.  257. 

'J.  I.  A.  I.  No.  122,  p.  6.  Mr.  K.  N.  Dikshit  in  his 
excellent  monograph  on  six  sculptures  from 
Mahoba  (Memoirs  of  the  Archaeological  Survey 
of  India,  No.  8,  p.  2  )  remarks  in  connection  with 
the  fragment  of  the  backslab  of  an  imjige,  pi.  II, 
that  the  miniature  shrine  depicted  thereon  '  with 
its  spire  of  umbrellas,'  '  illustrates  how  the  stupa  of 
olds  was  gradually  evolved  into  the  tower  of  the 
modern  temple.'  This  piece  of  sculpture  is  dated 
about  11th  or  12th  century  of  the  Christian  era, 
when  different  spire  forms  including  the  Aryyavarta 
variety,  had  already  attained  their  full  development 
and  fixity  of  outline.  On  a  careful  scrutiny  of  the 
illustration  givfen  by  Mr.  Dikohit,  we  have  failed  to 
notice  the  least  semblance  to  the  shikhara  tower 
with  its  curvilinear  sides  and  corrugated  ama/a^a, 
and  it  is  very  likely  that  the  modelling  of  the  mini- 
ature stupa  with  its  tiers  of  umbrellas  over  a 
bell-shaped  body  somewhat  in  the  manner  of  a 
spire-surmounted  sanctum  was  due  to  the  strong 
reaction  of  Hindu  models.  We  have  seen  in  Puri 
tulasi-manchas  (masonry  stands  for  sacred  basil 
plants)  fashioned  in  the  form  of  temple  shikharas. 


"  the  distinct  tiers  of  ornamental  masonry, 
which  form  the  tower  or  roof  of  the  temples 
of  this  class  "  is  crowned  with  "  a  conven- 
tionalised stone  umbrella,  fluted  in  imita- 
tion of  the  sacred  lotus."  Mr.  Longhurst 
seems  to  have  been  convinced  that  the  a  ma - 
laka  was  only  a  transformation  of  the 
umbrellas  placed  in  tiers  over  Buddhist 
chaityas.  He  considers  the  circular  neck- 
ing between  the  top  of  the  tower,  and  this 
conventional  coping-stone  with  corrugated 
edge,  as  merely  indicative  of  the  umbrella 
staff,  and  the  vase-like  finial  is  according 
to  him  "  only  a  development  of  the  gilt  knob 
of  the  regal  or  state  umbrella."  That  the 
ama/aira  ornament  occurs  not  only  in  the 
Mahabodhi  temple — an  instance  of  a  com- 
paratively modern  reconstruction — but  also 
in  pre-Christian  Asoka  pillar  is  well  known 
and  it  is  also  a  fact  that  among  the  chaityas 
discovered  in  the  course  of  excavation  at 
Taxila  the  conventionalized  series  of  um- 
brellas over  chaitya  shrines  have  been  dis- 
covered."* If  the  umbrella  synobol  had 
become  conventionalized  into  the  amalaka 
as  early  as  the  days  of  Asoka  in  the  third 
century  B.C.,  their  survival  at  a  later  agt  in 
a  more  or  less  recognizable  shape  under- 
neath the  tree  of  the  chaitya  would  hardly 
have  been  probable.  The  coping-stone  of 
the  shikhara  whether  it  be  regarded  as  the 
"  solar  symbol  "'"  or  as  the  "  lotus  symbol  " 
of  Vishnu  must  have  been,  as  its  presence  on 
the  Asoka  pillar  implies,  merely  the  repro- 
duction of  a  well-known  architectural  orna- 
ment and  not  a  thing  inherently  connected 
with  the  shikhara.  The  resemblance  of  the 
member  to  the  emblic  myrobalan,  to  the 
udumhara  (Indian  fig)  or  to  any  variety  of 
water-lily  or  the  lotus  flower — (Nymphaea 
cerulea  or  Nilumhum  speciosd)  is  not  of 
much  impjortance  from  the  point  of  view  of 
our  enquiry,  if  its  raison  d'etre  is  lost 
to  sight.  Mr.  Havell  finds  in  the  amalaka 
only  an  application  of  the  water-lily  symbol 
to  the  roofing  of  the  cell,''^  but  the  gradual 
enlargement  of  the  coping-stone  till  it  attains 

"Marshall's  Guide  to  Sanchi,  p.  108.  Chaity 
or  Stupa  in  Mohra  Maradu  supposed  to  be  of  the 
5th  century  A.  D. 

■"Mr.  HaveU  states  that  the  'solar  symbol 
crowns  the  spire  depicted  on  the  Naram  Sin  stele. 

''Havell's  Ancient  and  Mediaeval  Archi- 
tecture in  India,  p.  63. 
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the  generous  proportions  met  with  in  mediae- 
val Orissan  temples,  implies  a  real  "  archi- 
tectural necessity,"  The  object  of  the 
"  amala  sila,"  the  name  by  which  it  is  known 
to  local  architects,  must  have  been  to  keep 
in  their  places  the  pieces  of  stone  forming 
the  top  of  the  dome.  It  not  only  covers  up 
the  opening  like  the  flat  stone  on  the  thatch- 
ed Toda  spire,  but  by  its  size  and  position 
holds  also  the  other  stones  in  their  places. 
It  has  nothing  to  do  with  the  ornamental  or 
utilitarian  umbrellas  we  meet  with  in 
Indian  architecture.  Even  in  the  example 
given  by  Mr.  Longhurst  of  a  Shiva  temple  in 
Chamba  State'^  we  find  the  amalaka  retain- 
ing its  independent  existence  between  two 
umbrellas  on  the  Indo-Aryan  shikhara  tem- 
ple, which  bears  an  unmistakable  kinship  to 
those  of  Rajputana  and  Orissa.  No  con- 
vincing resemblance  is  noticeable 
between  the  ribs  of  the  umbrella  and  the 
curvilinear  shikhara  with  its  longitudinal 
panellings  and  pilasters,  intended  to  give 
full  scope  for  the  play  of  light  and  shade. 
The  parallelism  here,  is  too  far-fetched  to 
provide  any  satisfactory  solution.  If  any 
paroKei  ij  sought  for,  in  curvilinear  forms  of 
the  shikhara  dass^  it  must  be  traced  to 
wooden  and  bamboo  structures  and  specially 
to  the  latter.  Mr.  Simpson  has  tried  to  illus- 
trate the  bamboo  origin  of  the  shikhara'^ 
from  the  picture  of  a  car  in  a  partly  dis- 
jnantled  condition.  It  must  be  admitted 
that  of  all  the  theories  tentatively  put 
forward,  his  is  the  one  most  likely  and  rea- 
sonable and  supported  moreover  by  scrip- 
tural references.  Mr.  Havell  who  would 
rather  trace  the  origin  of  the  shikhara  from 
the  bamboo  frame-works  of  royal  cars  used 
in  battle  fields''  finds  fault  with  the  writer 
who  derives  Hindu  temples  from  rathas  or 
cars  of  Aryan  warriors  "  on  ac- 
count of  the  poetic  imagery  used 
in  the  Ramayana  emd  Mahabharata " 
and  "  the  attempts  made  by  mediae- 
val builders  to  give  literary  imagination  con- 
crete form  by  placing  stone  wheels  on  the 
sides  of  vimana  "  as  in  the  Kanarak  temple. 
The  more  conscious  realistic  imitations 


"J.  I.  A.  I.  No.  122  PI.  10,  fig.  A. 
■sLoc  cit.,  p.  237,  fig.  III. 
"'Havell's    History    of    Aryan    India,    p. 
«t  seq. 
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of  wood  and  bamboo  processional  cars 
appears  to  have  been  made  in  the  mediaeval 
period' '  owing  to  the  desire  of  the  archi- 
tects to  supply  more  novel  forms  and  to 
satisfy  the  craving  for  artistic  innovations, 
but  it  would  be  a  mere  attempt  to  confuse 
the  issues  if  stress  is  laid  in  this  connection 
only  on  the  chronological  sequence.  The 
familiarity  of  ancient  Hindus  with  chariots 
of  different  classes  and  the  undoubted  in- 
fluence it  exercised  on  popular  imagination 
on  account  of  its  secular  and  ritualistic  uses 
cannot  however  be  gainsaid.  Processions 
of  cars  seem  to  have  formed  a  part  of  festi- 
vals as  early  as  the  days  of  Asoka.'"  In  the 
Artha  Sastra,  the  Superintendent  of  Chariots, 
is  directed  to  construct  chariots  of  gods, 
festal  chariots,  battle  chariots  travelling 
chariots,  chariots  used  in  assailing  enemies, 
strongholds  and  training  chariots.''  The 
Buddhist  car  procession  of  the  4th  century 
A.D.  has  been  described  by  Fah-ien''^  and  the 
car-festival  of  the  Jaina  saint,  Jivanta 
Svamin,  by  the  poet  smd  lexicographer,  Hema 
Candra  Suri.'"  The  Hindu  car  festivals  at 
Ramesvaram,  Tiruvadamudur,  Puri,  Bhu- 
baneshwar  and  the  car  festival  of  Goddess 
Viraja  at  Jajpur  are  too  well-known  to  need 
special  mention.  Paolino  also  mentions  the 
cars  of  Tiravancoda  and  Cangi-puri.'^'^  In 
Bengal,  the  cars  of  Rishra  and 
Mahesh  are  familiar  even  to  stay-at-home 
residents  of  Calcutta.  These  facts  certainly 
prove  that  the  sacerdotal  associations  of  the 
ra^Aas  have  been  too  well  established  not 
to  affect  the  religious  architecture  of  India. 
Mr.  Simpson  quotes  a  passage  from  the 
French  translation  of  Ramayana  by  M. 
Fauche   to   show   that   the  city  of  Ayodhya, 

'As  examples  of  faithful  copies  in  stone 
of  wooden  cars  may  be  mentioned  the  Vithala 
temple  of  Achyuta  Ray^^  a  photograph  of  which 
bad  been  reproduced  in  Longhurst's  Hampi  Ruins, 
p.  131,  and  the  stone  car  in  front  of  the  temples  of 
Tiruvarur,  a  picture  of  which  has  been  given  by 
Messrs.  Ananthalwar  and  Rea  in  their  work  on 
Indian  Architecture,  Vol.  II,  p.  198.  None  of  these 
two  Ratha  temples,  it  may  be  remarked,  has  any 
Indo-Aryan  shikharas. 

''^Les  Inscription  de  Piyadasi,  p.  113. 

'^Artha  Shastra  trjuislated  by  Prof.  Shama 
Shastry,  p.  175.  Ed.  1915. 

'^Legge's  Fahien,  pp.  18,  19. 

'Parisishta  Parvan  (Bib.  Ind.)  Ed.  Jacobi, 
pp.  282—284. 

'"Paolino,  p.  390. 
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in  its  other  features,  still  appeared,  from  the 
numerous  shrines  for  the  deities,  like  the 
coach-house,  in  which  was  stationed,  here 
below,  their  living  or  animated  cars  ("il 
semblait  encore,  a  ses  nombreaux  autels  pour 
les  dieux  comme  la  remise  ou  stationnaient 
ici-bas  leurs  chars  animes").  The  fact  that 
the  shrines  of  the  pre-Pauranic  age  depicted 
in  the  sacred  epic  were  shikhara-like 
in  form  can  very  well  be  presumed  from  the 
description  given  above  as  also  from  the 
following  verse  ocurring  in  the  2nd  chapter 
of  Ramayana  in  connection  with  the  decora- 
tion of  the  city  of  Ayodhya  for  Rama's  coro- 
nation. "  Sitabhra-shikharabeshu  deva- 
tayatanesu  ca,  catus-pathesu  rathyasu 
caityesvattalakesu  ca''  (Eo. — Bangabasi, 
p.  149).  The  use  of  the  word  shikhara  in 
the  verse  in  connection  with  the  abodes  of 
gods  is  specially  deserving  of  notice.  There 
are  scholars,  however,  who  regard  the  passa- 
ges in  the  Epic  referring  to  buildings  and  ar- 
chitecture as  subsequent  interpolations,  but 
according  to  Prof.  Macdonell  even  the 
more  recent  passages  in  the  Ramayana  can- 
not be  later  than  the  2nd  century  B.C.** 
In  view  of  the  available  archaeological  evi- 
dence, however,  one  would  be  inclined  rather 
to  suggest,  that  these  passages,  were,  in  all 
likelihood,  inserted  at  even  a  more  subse- 
quent period.  No  ruins  of  amy  shikhara  of 
the  first  two  centuries  of  the  Christian  era 
have  yet  been  unearthed,  and  in  the  absence 
of  positive  evidence,  it  is  difficult  to  assert 
that  the  shikhara  spires,  if  any,  of  that  early 
age,  were  of  the  present  make  and  pattern. 
As  we  have  already  stated,  the  spire  depicted 
on  the  antique  Kumrahar  plaque,  is  not  of 
the  Indo-Aryan  variety.  The  inevitable 
corrolary  to  a  more  complaisant  supposition 
would  be  that  the  early  Indian  architects, 
unlearned  to  rediscover  it  at  the  later  Gupta 
regime. 

It  is  hardly  necessary  to  add  that  the 
car  theory  per  se  need  not  be  lightly  aban- 
doned on  this  ground. 

The  bamboo  origin  of  the  shikhara 
was  the  direct  outcome  of  the  constructional 

'^'Ramayana,  II,  6-11.  Ed.  Bangabasi,  p. 
149)  quoted  by  A  Govinda  Carya  Svamin  in  his 
paper  on  Ramayana  and  Temples,  J.  B.  B.  R.  A.  S., 
^oL  XXIII,  p.  250. 

^-Macdonell's     Sanskrit     Literature,    p.     309. 


peculiarity  of  the  car.  So  long  as  this  is 
admitted,  as  Mr.  Havell  has  been  constrained 
to  do,  it  is  beside  the  point  to  argue  that  the 
shikhara  evolved  not  from  the  processional 
ratha  but  from  the  military  types  of  cars, 
the  royal  chariots  of  the  battle  fields,  which 
were  said  to  have  been  provided  with  accom- 
modation for  archer  body-guards,  on  raised 
platforms,  and  protected  with  tower-like 
bamboo  coverings  containing  loopholes. 
The  "  luminous,  awful,  foe-subduing  cowpen- 
cleaving  chariot  of  the  ceremonial "  des- 
cribed in  the  Rigveda  (R.  V.  2,  23,  3)  of 
which  a  translation  has  been  given  by 
Muir""^  was  probably  of  this  description. 
If  read  between  the  lines  the  adjective 
"  heaven-reaching "  would  seem  also  to 
point  to  the  tallness  of  the  protective 
superstructure.  This  car  may  have  been 
an  imitation  of  the  ancient  watch-tower  as 
Mr.  Havell  would  seem  to  suggest,  but  a 
vehicle  constructed  like  this  in  wood, 
would  certainly  have  been  too  cumbrous 
in  warfare.  It  is  more  likely  that  in  India, 
where  varieties  of  bamboos  are  so  easily 
available,  the  lighter  and  the  "cheaper 
materia!  would  supersede  the  use  of  olanks 
and  timber  and  by  its  natural  peculiarity 
would  impart  a  curvilinear  outline  to  the 
frame-work.  Probably  in  the  course  of 
anthropomorphic  development  the  cars  of 
the  gods  would  be  imagined  of  this  very 
shape.  In  the  sacred  books  the  word  vima- 
na  and  the  celestial  ratha  are  more  or  less 
synonymous.  To  use  the  picturesque  lan- 
guage of  Mr.  S.  Krishnaswami  Ayengar 
"Vimana  in  its  origin  implies  an  old-world 
Zeppelin."  Though  the  processionjJ  cars 
might  have  been  so  called  from  a  fancied 
similarity  in  form  to  the  flying  cars  of  the 
gods  these  latter  in  their  turn  must  have 
been  imagined  on  the  basis  of  mundane 
models.  We  agree  however  with  Mr.  Ayen- 
gar in  his  opinion  that  the  name  'Vimana 
thus  came  to  be  applied  to  "  the  tower  of 
inner  shrine  or  the  sancta  of  temples  "  and 
that  the  vimanas "  took  the  place  of  war- 
chariots."*^  It  seems  to  us  to  be  very  likely 
that  the  shikharas  of   Aryyavarta    temples 


»^Original  Sanskrit  texts,  Vol.  V,  p.  276. 
Mr.  Simpson  has  referred  to  the  passage  in  his 
paper. 
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came  to  originate  from  an  imitation  of  the 
curvilinear  vimanas,  even  as  the  mandapas 
of  Orissan  temples  camne  to  be  constructed 
roughly  on  the  lines  of  South  Indian  pro- 
cessional cars  of  Tiruvadamur  type.*'' 

The  one  main  significance  of  vimana 
in  fact  its  principal  symbolic  expression, 
seem  to  have  escaped  the  attention  of  the 
specialists  in  Indian  architecture.  The  shik- 
tiara  spires  over  the  main  shrines  in  the 
sancta  standing  8is  they  do  for  the  old 
world  zeppelin.  point  necessarily  to  their 
imputed  celestical  origin,  and  emphasizes 
also,  the  kindred  points,  in  their  relations 
respectively  to  the  human  worshippers  and 
the  heavenly  deities.  The  spire  indicates  the 
diety's  descent  to  earth  by  means  of  the  fly- 
ing car  and  it  further  implies  that  by  means 
of  the  shikhara  the  faithful  worship- 
per would,  through  his  assiduous  devotion 
at  the  shrine,  and  the  religious  merit  accru- 
ing on  the  construction  of  the  temple,  be 
able  to  ultimately  reach  the  heavenly 
regions.^  That  this  idea  must  have  been 
innate  in  the  Hindu  architect  is  forcibly 
brought  out  in  the  case  of  two  shikhara 
te^piVrs  -:n  which  the  symbolism  has  been  of 
a  less  esoteric  character. 

In  a  10th  century  temple  at  Tilasma  in 
Me  war,  called  Talesvara  the  shikhara  of 
which  is  in  the  Guzrat  style,  there  is  just 
under  the  amala  sila  a  figure  standing 
against  the  body  of  the  spire  with  a  conical 
cap  and  a  sword  dangling  at  the  right  side 
represented  in  the  very  act  of  ascending. 
This  figure  has  been  supposed  to  be  that  of 
the  royal  personage  who  built  the  temple 
and  who  by  means  of  that  meritorious  act 
ascended  lo  heaven.'''  In  describing  another 
shikhara  this  time  of  a  temple  at  Udaipur 
in  Rajputana,  Dr.  D.  R.  Bhandarkar  marks 
"  one  noteworthy  circumstance  connected 
with  this  tower  which  consists  of  "  the  carv- 


*^J.  R   A.  S.,  July  1915.  p.  523. 

"A  ccmparison  of  the  pictures  of  Tiruva- 
damudur  Ratha  and  the  great  temple  of  the  Sun 
God  at  Konaraka,  would  certainly  bring  home  to 
the  reader  the  striking  similarity  due  to  originiJ 
kinship. 

For  illustrations,  see  "  Three  Temples " 
(Mandirer  Katha),  Butterworth,  Vol.  I,  PL  32; 
VoL  II,  PI.  34. 

^"'Progress  Rep.,  W.  Circle,  1905,  p.  56. 
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ing  of  a  male  figure  immediately  below 
amala  sila  at  the  N.-W.  corner."  Dr. 
Bhandarkar  adds  "  I  was  not  able  to  ascer- 
tain whose  figure  it  was.  The  man  appears 
to  be  intended  to  hold  in  his  hand  the 
lower  end  of  the  flag-staff,  which  no  doubt 

was  placed  here The  superb  dress 

and  the  profusion  of  ornemients  point  to  his 
high  rank  and  it  is  possible  that  we  have  in 
him  a  sculpture  of  the  Paramara  Udayaditya 
who  constructed  the  temple."  To  explain 
the  peculiar  situation  of  the  figure  near  the 
spire-top  Dr.  Bhandarkar  refers  to  the  s/ii)&- 
Aaraot^  Talesvara  and  indicates  by  his  com- 
parison that  in  this  case  also  the  sculptor 
wanted  to  illustrate  "  the  ascent  to  heaven  as 
a  meritorious  act."^'  In  the  mac/ar  or  large 
subsidiary  shrine  to  the  North- West  of  the 
main  shrine  in  the  Jaina  temple  a  t  Ranpur  is 
a  sculpture  of  a  sammeta  shikhara^^  said 
"  just  outside  the  former  (not  the  2nd 
madar)  is  a  slab,  representing  the  sacred  hill 
of  Girnar."*^''  In  both  of  these  are  prominent, 
miniature  reproductions  of  s/ii^^aras serving 
as  vimanas,  and  canopying  the  shrines  of 
trithankaras  who  are  represented  as  figures 
in  a  sitting  posture.  The  symbolic  pre- 
sence of  the  shikhara  implies  the  heaven- 
ward ascent  of  these  Jaina  saints.  The 
correctness  of  this  explanation,  we  believe, 
will  be  readily  conceded,  when  it  is  remem- 
bered that  on  the  recent  demise  of  a  popular 
Indian  leader  his  admirers  carried  his  photo- 
graph on  a  vimana  to  indicate  his  trans- 
lation to  heaven  as  a  reward  of  his  mani- 
fold merits.  This  significance  of  the  shik- 
hara musthekept  in  mind  in  order  to  under- 
stand its  wide  prevalence  and  its  popularity 
even  among  sectarian  communities  like  the 
Jainas  who  crave  rewards  for  their  pious 
acts  not  less  eagerly  than  the  Hindus.  It 
has  not  been  possible  within  the  scope  of 
this  single  paper,  to  deal  fully  with  the 
many-sided  problem  we  set  before  us  at  the 
commencement,  and  the  writer  will  feel 
grateful  if  a  competent  scholar  is  induced  by 
this  humble  effort  to  take  up  the  matter  and 
give  a  further  and  more  satisfactory  eluci- 
dation of  the  whole  question. 

"Progress  Rep..  W.  Circle,  1914,  p.  65. 

^^Dr.  D.  R.  Bhandarkar's  paper  on  Chau- 
mukh  temple  at  Ranpur,  Annual  Report  Arch.. 
Survey,  1907-8,  PI.  LXXXI   (a). 

89lbid,  Pd.  LXXXI  (b),  opposite  p.  212. 
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'  Tandoniya-rukku  pala  per  upayam  kali-varusham  4601  " 
Translation  :  To  God  Tandoniyar  (  Svayambhu  Shiva  ),  the  gift  of  several  persons, 
["  Kali  years  4601  =  1500  A.  D. 


Inscription  on 
image  of  Nataraja 
from  Belur. 
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IV. -NOTE  ON  A  DATED  NATARAJA  FROM  BELUR. 

By  W.  S.  HADAWAY. 


NO  aspect  of  the  South  Indian  images 
has  been  more  productive  of  con- 
troversy than  their  age.  It  is  not 
a  simple  matter  to  compare  the  metal  with 
the  stone  images  of  known  date,  and  to 
deduct  from  similarities  of  treatment, 
details,  or  ornament,  a  corresponding  simi- 
larity in  age.  It  requires  not  only  much 
intuitive  artistic  insight,  but  also,  what  is 
extremely  rare,  a  thorough  knowledge  both 
of  stone  working  and  metal  working  and  the 
differences  in  technique  of  the  two  combined 
in  a  single  individual.  Certainly  no  one 
who  has  as  yet  written  on  this  subject  has 
possessed  this  unique  combination  of  know- 
ledge. Taking  into  account  the  imitative 
propensities  of  Indian  craftsmen  and  their 
delight  in  working  one  material  in  a  manner 
best  suited  to  another,  it  is  evident  that 
copies  of  details  of  stone  rendered  in  metal, 
or  of  metal  rendered  in  stone  are  to  them 
often  a  comparatively  simple  matter.  It 
thus  becomes  evident  that  details  of  orna- 
otnental  treatment  are  by  no  means  a  safe 
guide  to  age  and  we  may  hnd  images  of 
modern  times  with  all  the  characteristics  of 
work  of  the  10th  century  or  earlier,  in  either 
stone  or  metal.  It  is  a  common  mistake 
among  modern  critics  to  rely  to  the  extent 
that  they  do  on  superficial  similarities  of 
treatment  or  detail.  One  can  find  occasion- 
ally, modern  work  quite  in  the  spirit  of  the 
old,  and  conversely,  old  work  which  might 
have  been  executed  quite  recently.  This  is 
not  only  true  of  Indian  work  but  of  Euro- 
pean as  well.  The  individuality  of  the 
artist  is  not  only  a  subtle,  but  a  wanton, 
volatile  thing,  not  to  be  chained  down  and 
labelled  and  classified  quite  so  easily  as  the 
usual  critic  seems  to  imagine.  After  all, 
the  great  quality  of  art  is  perhaps  the 
most  individual  thing  in  the  world  as 
expressed  in  the  products  of  a  man's  hand 
and  brain.  Almost  any  skilled  craftsiman 
might  make  an  image  shastraically  correct, 
but  the  quality  which  places  one  work  infi- 
nitely above  another  and  makes  us  call  it  a 
"  work  of  art "  is  rare  indeed  in  the  art  of 
-any  time  or  country. 


Up  to  April  1915,  no  South  Indian  metal 
image  of  importance  had  been  found,  to  my 
knowledge,  which  bore  even  a  seemingly 
authentic  date.  The  find  at  Belur  in  the 
Salem  District,  however,  contained  a  Nata- 
raja  image  here  illustrated,  which  was 
actually  dated.  The  date  has  no  indication 
of  the  Cyclic  year,  but  is,  apparently,  4611, 
(corresponding  to  1511  A.D.  of  our  Era)  and 
not  4011,  as  it  was  first  supposed  to  be. 
This  would  take  it  to  910  A.D.  a  date  which 
cannot  be  supported  by  the  general  charac- 
ter and  style  of  the  image. 

When  I  originally  heard  of  this  find  I 
sent  to  Salem  and  had  a  rubbing  made  of 
the  inscriptions.  (Plate  opposite.)  This 
was  translated  for  me  and  I  must 
confess,  frankly,  when  I  obtained 
the  translation  my  ideas  of  the  age 
of  the  image  (which  up  to  then  I  had  only 
known  from  a  small  photograph)  received  a 
very  rude  shock.  Since  I  have  had  the 
opportunity  of  examining  the  actual  work 
closely  I  admit  that  it  seems  considerably 
older  than  any  of  the  better  known  Nata- 
rajas.  I  do  not  hesitate  to  say  thai  there 
has  been  no  authentic  data  brought  forward, 
by  which  one  could  date  one  of  these  images 
with  accuracy.  Hitherto,  the  dating  of  the 
South  Indian  images  has  been  fancy  or  specu- 
lation which  could  be  considered  in  no  other 
light  than  as  guess-work,  pure  and  simple. 
Ridiculous  attributions  of  eai-Iy  dates  has 
been  given  to  certain  images  and  on  no 
foundation,  apparently,  other  than  the  whim 
of  the  critic.  I  have  known  of  perfectly 
common  place  metal  figures  which  can  be 
purchased  in  almost  any  metal  bazar,  seri- 
ously dated  as  "  Sixth  Century "  work, 
obviously  on  account  of  their  crudity  of 
workmanship.  A  recent  example  which 
came  to  my  knowledge  was  that  of  a  rather 
finely  worked  and  important  Nataraja 
figure  which  was  made  a  few  years  ago  at 
Swamimsdai.  and  now  has  found  a  home  in 
an  important  foreign  museum  as  a  work  of 
the  16th  century.  Once  during  a  search  in 
the  bazars  in  Kumbakonam,  for  metal 
images,  I  discovered  a  group    soaking  in  a 
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colouring  solution  with  an  idea  of 
enhancing  their  antique  effect.  It  is  so  easy 
to  make  any  copper  or  brass  image  look  old. 
If  one  keeps  abreast  of  the  work  still  being 
done  and  compares  manners  of  treatment  of 
the  modern  workers  with  the  older  ones  we 
have  a  fairly  safe  guide  if  properly  applied. 

I  have  used  the  word  'old'  and  'modern' 
rather  loosely;  but  I  may  explain  that  gener- 
ally speaking  anything  made  after  1750 
might  be  called  "  modern  "  and  work  prior 
to  that  time  "  old."  It  is  of  course  an  arbi- 
trary distinction  to  select  a  definite  date,  but 
I  have  done  so  as  I  believe  that  the  greatest 
activity  among  image  madiers  was  during 
the  16th  and  17th  and  early  part  of  the  18th 
centuries  and  that  after  the  middle,  or  even 
first  part  of  the  18th  century,  during  the 
almost  perenniid  disturbzmces  of  the  South 
Indian  country,  that  there  was  very  little 
produced  until  the  country  became  more 
settled  toward  the  very  end  of  that  century. 
It  has  always  seemed  reasonable  to  me  to 
believe  that  the  most  productive  period  of 
metal  ini.age  making  coincided  with  the 
greatest  activii^*SQ  temple  building,  which 
was,  undoubtedly,  Sn  the  16th  and  17th 
centuries. 

Rao  Sahib  H.  Krishna  Sastri,  the  Gov- 
ernment Epigraphist,  has  kindly  helped  me 
in  the  matter  of  dates,  supplying  the  trans- 
lation of  the  inscription  of  the  Belur 
Nataraja.  On  enquiry  as  to  dated  inscrip- 
tions which  had  come  within  his  knowledge 
of  other  metal  images  he  knew  of  none 
whatever. 

Personally  I  have  come  across  two 
other  examples,  one  a  Jain  image  in  the 
collection  of  Mr.  Kenneth  Kay  and  the  other 
a  small,  quite  unimportant  example  in  the 
School  of  Art's  collection  in  Madras.  This 
latter  from  its  exceedingly  ancient  appear- 
ance might  easily  be  ascribed  to  the  5th  or 
6th  century,  but  as  a  matter  of  fact  the  date 
is  of  the  16th. 

Referring  to  inscriptions  on  stone  in  the 
Tanjore  temple  Mr.  Krishna  Sastri  says: 

"The  Tanjore  inscriptions  of  the  11th 
century  clearly  refer  to  metaJlic  images  pre- 
sented to  the  Brihadisvara  temple  of  that 
place  by  King  Rajaraja  I,  but  none  of  these 
have  yet  been  discovered  and  identified. 

"  An    image    of    Kiratarjuna     (Shiva) 


found  in  the  large  collection  of  metal  images 
in  a  temple  at  Tanjore  (called  Rajagopala) 
has  been  reproduced  in  the  Visvakarma 
(Part  II;  No.  28)  and  may  be  one  of  Raja- 
raja's  time." 

Various  writers  have  made  attempts  to 
connect  the  Tanjore  inscriptions  with  the 
Tanjore  images,  but  without  success.  The 
treasure  trove  finds  are  seldom  very  helpful 
in  dating  images  though  one  can  reason 
from  the  history  of  the  particular  locality  in 
which  they  are  found,  the  most  likely  date  at 
which  they  would  have  been  buried.  This, 
as  a  rule,  would  probably  coincide  with  one 
of  the  raids  of  Haider  Ali  or  his  son  Tippoo 
Sultan  in  the  18Hh  century.  That,  however, 
does  not  carry  us  very  far. 

The  patina  of  the  image  is  still  another 
detail  which  may  easily  confuse  those  only 
familiar  with  the  old  metal  images  of 
European  countries.  A  copper  image, 
especially  one  which  has  been  hidden  in  a 
well,  or  buried  in  saline  earth  will  very 
quickly  take  on  a  wonderfully  ancient  look- 
ing surface  colouring.  In  fact,  it  is  possible, 
easily  to  imitate  almost  any  variety  of  colour 
of  patina  by  the  use  of  simple  chemicals. 
Various  shades  of  green,  from  a  bright, 
almost  emerald  green  to  a  deep  rich  blackish 
green  can  be  produced  with  little  trouble. 
Unlike  the  rusting  of  steel  or  iron  the 
changes  which  exposure  to  the  atmosphere, 
water  or  earth  produce  on  copper  is  almost 
wholly  on  the  surface,  the  oxidisation  does 
not  penetrate  deeply  except  in  rare  cases, 
and  a  very  ancient  image  may  often  be 
cleaned  completely  of  its  patina  and  made  to 
look  like  new  so  far  as  the  surface  and 
colouring  of  the  metal  are  concerned. 
Patina,  therefore,  is  by  no  means  a  safe 
guide  to  age  with  Indian  images. 

I  believe  greatly  in  am  artist's  intuition 
in  suggesting  the  age  of  a  particular  image, 
but  to  assign,  definitely,  a  work  to  a  parti- 
cular century  as  is  so  frequently  done  by 
modern  writers,  is  at  the  present  state  of 
our  knowledge  of  the  subject,  both  futile 
and  often  ridicufous.  When  epigraphicaJ 
evidence  furnishes  us  with  more  definite 
detail,  if  it  ever  does,  it  will  be  quite  time, 
seriously  to  study  these  images  with  the 
object  of  ascertaining  which  belong  to  the 
work  of  one  century  and  which  to  another. 
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It  should  be  enough  at  present  to  remember 
that  to  the  artist,  at  least,  a  work  of  art  is 
judged  not  by  when  Jl  was  made,  or  who 
made  it,  or  by  its  size  or  market  value,  but 


by  its  own  inherent  quality.  Great  art  is  of 
no  particular  time  or  country,  the  fallacy 
of  "  artistic  periods "  is  an  exploded 
notion. 


v.— PRIYADARSHIKA,  OR  THE  AMIABLE   CRITIC : 

Being  diacutsive  notes  on  the  13th  Exhibition  of  the  Indian  Society  of  > 
Oriental  Art,  Calcutta. 

By  ABANINDRA  NATH  TAGORE.  * 


WHEN,  in  our  childhood,  we  used  to 
gaze  in  wonder  at  the  Ochterlony 
Monument  and  the  domes  and 
towers  of  the  Post  and  Telegraph  offices 
they  appeared  to  us  ever  so  much  bulky 
than  they  really  are.  So  if  they  were  to  be 
portrayed  in  the  light  of  childhood's  vision, 
the  small  would  be  shown  big,  the  low  high, 
and  the  perspective  generally  would  not 
bear  geometrical  scrutiny.  Childhood's 
colouring  likewise  has  its  own  vivid  lumino- 
sity. In  the  picture-making  of  children 
their  imagination  is  not  fettered  by  its  later 
limitations,  nor  their  originality  by  adult 
conventions.  The  question  arises,  is  such 
picture-making  to  be  recognised  as  a  form 
of  Art,  or  is  it  to  be  dismissed  as  mere 
childishness? 

Take  the  case  of  Shibu,  a  boy  who  has 
not  reached  his  fifteenth  year.  His  picture 
(No.  134)  of  the  river  running  by  his  vil- 
lage and  the  rice-fields  on  its  banks,  certain- 
ly does  not  resemble  amy  particular  locality 
whatsoever,  nor  does  it  submit  to  recognised 
canons  of  landscape  paintings.  It  is  more 
of  a  map  than  a  picture.  River  and  lotus 
bank,  field  and  hayrick,  village  and  cottage, 
fill  the  ground,  much  as  the  names  of  moun- 
tains, rivers  and  towns  in  the  map  of  a 
continent.  All  primitive  essays  of  Art,  the 
world  over — frescoes  of  the  Buddhist  Age 
as  well  as  of  the  Middle  Ages  in  Europe — 
take  this  map-like  form,  the  objects  depicted 
being  ranged  side  by  side  in  full  array. 
There  is  no  reason  why  this  plan — followed 
unconsciously  by  the  boy  Shibu,  but  which 
a  modem  French  School  also  consciously 
adopts — should  not  have  its  recognised  place 
in  the  field  of  Art.  For,  in  whatever  else 
these  pictures  may  be  lacking,  viewed  as 
representations  of  a  particular  time  or  place. 


they  have  the  merit  of  reflecting  that 
glorious  time  of  day  which  permanently  pre- 
vails in  the  Wonderland  of  the  unsophisti- 
cated mind. 

Take  this  other  picture  (No:  161).  A 
sandbank  on  the  Padma  River,  by  simple 
Miss  Kiranbala.  Here,  also,,  there  is  no 
taint  of  sophistication.  It  resembles  Shibu's 
production  in  its  map-like  features.  The 
river,  the  banks,  the  cottages,  the  clouds,  the 
flock  of  birds  flying  across  the  clouds,  these 
and  all  the  other  details  are  banked  up,  one 
against  the  other,  each  in  its  place'.  But 
there  is  also  a  difference-  '^^x  picture  is 
not  like  Shibu's — pure  and  simple  wonder- 
land. Here  we  have  the  light  and  shade 
cast  by  the  clouds,  a  feeling  of  movement  in 
the  leaves,  an  expanse  about  the  stretch  of 
water,  all  of  which  are  distinct  reminders 
of  the  real  world.  The  colours  are  not 
imaginary.  The  cloud  is  a  real  cloud,  the 
water  rejJ  water,  and  the  flock  of  birds 
against  the  clouds  are  flying  as  only  real 
birds  can  do.  Even  a  little  shaft  of  light, 
piercing  through  a  rift  in  the  clouds  and 
brightening  up  one  of  the  roof  corners,  has 
not  escaped  the  artist  maid.  It  is  clear 
that  some  old  memories  of  what  she  had 
actually  seen,  bubbled  up  in  her  mind  and 
has  flowed  over  her  sheet  of  paper.  In  the 
previous  picture  of  the  rice-fields  it  is  imagi- 
nation which  holds  undisputed  sway;  in 
this  one  of  the  river  it  is  reminiscence. 

Then  we  come  to  the  Asoka 
Tree  of  little  Miss  Gouri  (291) 
(PI. — Fig.  II.)  Here  both  imagination 
and  recollection  are  clearly  helping  on 
this  young  girl  of  twelve  or  thirteen  along 
the  thorny  pathway  of  true  Art.  We  find 
*Specially  translated,  for  "  Rupam,"  by  Mr. 
Surendra  Nath  Tasrore,  from  the  original  article  in 
Bengali. 
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nothing  of  redundance.  The  colouring  is 
restrained,  the  lines  firm,  none  of  the  details 
have  come  in  by  accident.  The  young 
artist  has  not  allowed  herself  to  be  urged  on 
by  her  feelings,  nor  driven  out  of  her  course 
by  straining  after  effect.  As  the  inevitable 
result.  Beauty  has  crept  in  and  occupied  its 
place. 

Now  look  at  the  "  Sephali  "  (No.  206) 
by  Durgesh  Sing,  who  for  all  his  maturity 
is  still  a  true  child  in  spirit  No  far-fetched 
inner  meaning,  no  unintelligible  complexity 
of  composition,  has  to  be  puzzled  out  in  his 
work.  Against  the  grey  background  of 
wintry  mist,  the  Sephali-maiden  has  blos- 
somed out.  The  only  detail  consists  in  the 
shed  Sephali  flowers  scattered  at  the  foot  of 
the  tree  with  their  crisp  white  petals.  The 
picture  is  a  study  in  white  and  grey.  Child- 
like imagination  and  cultured  skill  have 
entered  into  a  happy  partnership  for  the 
moment.  The  glorious  spirit  of  adventure 
which  leads  the  child-mind  into  its  Art  quest 
has  fallen  in  with  the  skilled  pursuit  of  the 
trained  artist  coming  from  the  opposite 
path.  A»d,.5^^the  result,  this  picture  of  the 
Sephali  shows ^i)R»*  the  meeting  place  of 
simple  inspiration  a;id  finished  execution, 
where  imagination  finds  free  scope  as  well 
as  its  harmony  with  technique. 

Even  in  the  presence  of  such  a  perfect 
little  picture,  however,  we  see  no  reason  to 
sneer  at  the  cruder  productions  of  mere  boys 
and  girls,  nor  can  we  say  that  the  latter 
would  have  come  by  any  good  had  they  been 
made  to  keep  on  copying  some  Master  or 
following  the  rules  of  any  particular  school 
of  Art.  That  would  only  have  destroyed  all 
the  freshness  and  enthusiasm  of  their  adven- 
ture. For  the  same  reason  it  is  futile  to 
criticise  the  work  of  artists,  whether  it  be 
the  least  or  the  greatest  of  them,  from  the 
standpoint  of  conformity  auid  orthodoxy. 

As  to  the  picture  (PI.  I  fig.  A)  by  Durga- 
sankar,  it  would  be  difficult  to  understand 
it  at  all  from  a  technical  or  comparative 
point  of  view.  There  is  its  all-pervading 
green  barely  relieved  by  a  dash  of  russet  col- 
our, as  of  withered  hybiscus  petals,  on  the 
garment  of  the  maiden.  This  and  other 
expressive  touches  of  which  the  artist  may 
not  have  been  fvtlly  conscious,  give  us  the 
key  to  the  composition.    We  are,  here,  not 


presented  with  any  exact  portraiture,  but 
with  a  poem  expressed  in  line  and  colour. 
The  lovers,  one  of  whom  is  the  supporting 
stem,  the  other  the  drooping  flower, — what 
can  tell  us  better  of  their  mutual  relations 
than  fresh  green  and  faint  red,  though  as  I 
say  the  artist  may  not  actually  have  thought 
that  out  in  so  many  words.  The  languorous 
lines  of  the  drooping  maiden  would  amount 
to  a  fault  if  viewed  as  mere  drawing,  but 
they  assist  the  expressiveness  of  the  subdued 
red  in  a  wonderful  way,  just  as  the  vivid 
green  supports  the  sturdy  pose  of  the  youth. 
Thus  in  the  hands  of  a  true  artist,  line- forms 
and  colour-suggestions,  both  in  their  defects 
and  their  qualities,  supplement  each  other  to 
bring  out  the  picture-poem,  through  the 
rigour  as  well  as  the  license  of  its  metre.  In 
the  same  way  are  our  classic  melodic  forms 
(Raginis)  brought  out  both  by  the  notes 
which  dominate  and  those  which  are  slurred 
over. 

In  No.  94  we  have  the  work  of  an  art- 
ist who  has  never  had  any  training  at  all,  and 
yet  has  not  hesitated  to  attempt  a  pictorial 
representation  of  his  mood.  Who  does  not 
know  the  difficulty  of  extracting  forms  of 
beauty  from  this  city  of  brick  and  mortar, 
jute  factories  jmd  waterworks.  But  these 
have  not  disheartened  our  young  artist  who, 
relying  on  his  own  simple  vision,  sallied 
forth  to  challenge  this  monster  of  ugliness  to 
mortal  combat.  And  as  the  fruit  of  his  vic- 
torious onslaught  he  has  discovered  the  coal 
black  maiden  whose  beauty  lurks  within  the 
grime  of  this  dungeon  of  city  life.  He  has 
rescued  her,  leading  her  out  of  its  obscurity 
into  our  sight.  He  has  not  shirked  the  black 
of  the  soot,  and  yet  the  light  of  beauty  shines 
through  with  no  uncertain  splendour. 

Then  we  come  to  Nos.  24.  311,  304,  306, 
71,  all  true  pictures  of  the  vision  and  imagin- 
ation of  young  folk.  The  breath  of  a 
winter's  morning,  the  peace  of  a  comer  of  a 
field  expanse,  the  communion  of  two  souls 
meeting  under  the  shade  of  a  tree,  a  snatch 
of  the  melody  of  a  devotional  song, — how 
charmingly  these  are  brought  to  the  notice 
of  our  consciousness.  I  am  more  and  more 
confirmed  in  my  belief  that  no  special 
method  of  instruction  can  help  to  rouse  true 
artistic  feeling.  The  only  way  is  to  allow  it 
perfect  freedom  to  develop  itself,  as  a  bud 


63 


opens    into    flower    in    congenial    soil    and 
atmosphere. 

He,  who  has  felt  the  inspiration,  will 
discover  for  himself  the  suitable  technique, 
of  which  a  laborious  study  will  hamper 
rather  than  assist.  Let  the  hand  take  its  joy 
in  playing  with  pencil,  brush  and  colour, 
trying  to  put  on  paper  the  simple  vision  of 
the  eye  completely  by  the  imagination  of  the 
naive  mind,  so  long  as  it  finds  pleasure,  in 
any  way  that  gives  pleasure,  then  only 
will  the  original  inspiration  get  a  chance  to 
manifest  itself.  Copy  work  will  only  mis- 
lead into  sterile  and  difficult  pathways, 
further  and  further  away  from  the  fount  of 
inspiration,  which  may  eventually  be  lost  for 
ever.  The  more  experience  I  am  gaining, 
the  more  am  I  convinced  that  the  form  of 
expression  must  and  shall  fit  itself  to  the 
thing  seeking  to  be  expressed,  in  the  natural 
course  of  unfettered  endeavour.  It  can  only 
be  stunted  or  smothered  by  artificial 
attempts  at  rendering  help,  which  tend  to 
prevent  its  drawing  freely  upon  the  natural 
sources  of  its  nutriment. 

Consider  the  work  of  Nandalal,  the  best 
of  us  whether  as  artist  or  craftsman.  Here 
we  have  his  Uma,  the  rejected  one  (PI.  IV. 
Fig.  C.)  as  she  was  left  after  the  wrath  of 
Shiva  reduced  to  ashes  the  god  of  Love, 
whose  wiles  were  to  have  assisted  her 
conquest  over  him.  What  immensity  of 
.expanse!  What  a  marvellous  light!  What 
an  aloofness  of  despair!  What  measure 
is  there  by  which  we  can  estimate  the 
merits  of  this  picture?  At  first  sight 
no  points  of  distinction  strike  the  eye, 
— either  of  line  or  colour  or  com- 
position. A  few  subdued  touches  of 
colour  negligently  dabbed  here  and  there 
serve  to  complete  the  picture  of  the  forlorn 
daughter  of  the  Himalayas.  But  what  a 
depth  of  desolate  wistfulness  is  spread  over 
the  whole  picture — one  is  utterly  lost  to  the 
every-day  world  as  his  gaze  becomes  fixed 
on  it.  No  casual  observer  would  perhaps 
single  out  this  picture  as  anything  special. 
The  profound  insight  of  the  artist  has  made 
his  picture  shrink  from  view  in  sympathy 
with  the  shrinking  Uma,  courting  rejection 
because  it  was  through  the  travail  of  her 
first  rejection  that  the  love  of  Uma  found  its 
iinal  fruition. 


No  one  doubts  that  Nandalal  with  his 
powers  could  have  lavished  on  the  subject 
all  the  resources  of  form  and  colour  up  to 
any  desired  degree  of  attractiveness.  But 
that  is  just  where  the  greatness  of  the  artist 
comes  in.  He  knew  that  the  emotional 
quality  of  his  subject  required  the  utmost 
discipline  of  restraint,  that  the  lack  of 
attractiveness  instead  of  detracting  from  its 
merit  would  give  to  his  work  its  truest  dis- 
tinction. The  fire  which  is  consuming  the 
love-lorn  maiden,  whose  plight  is  searing 
the  heart  of  her  father,  the  king  of  Moun- 
tains, has  burnt  away  all  colour  from  the 
artist's  brush.  That  is  the  difference  bet- 
ween expression  through  form  and  expres- 
sion through  idea.  And  so  it  happens 
that  when,  after  making  a  round  of  the 
gallery,  we  come  and  stand  before  this  pic- 
ture we  feel  the  breath  of  pure  fresh  air, 
as  on  opening  a  window  in  a  room  stuffy 
with  too  many  things.  The  window,  which 
the  artist  has  opened  for  us,  reveals  a  great 
light  with  its  vision  of  the  luminous  blue  of 
the  heavens.  Any  one  can  produce  an  effect 
by  putting  on  colour, — only  a  great  artist 
can  do  so  by  omitting  it. 

An  illustration  of  ho';  form  and  colour 
can  be  effectively  used  t6  draw  attention  to 
particular  details  which  become  the  starting 
points  of  definite  trains  of  thought,  is  to  be 
found  in  the  picture  of  the  deer  by  the  boy 
artist  Vishnu  (No;  12).  In  its  flight 
through  the  darkness  the  deer  has  been 
caught  by  some  hanging  liana,  which  holds 
it  in  a  deadly  grip.  The  tuft  of  green 
springs  out  of  the  very  heart  of  the  sur- 
rounding darkness,  and  sparkles  on  its 
breast  like  an  emerald  gem.  What  is  this 
darkness,  as  of  death,  which  strains  to 
devour  the  deer  and  all  around  it?  Is  the 
other  a  real  creeper,  or  some  dream  of  green 
delight,  which  arrests  the  deer  in  ecstatic 
poise?  Was  this  vivid  touch  of  colour  un- 
consciously given?  Can  it  be  that  the  vista 
of  idea  which  opens  out  before  the  specta- 
tor was  not  visible  to  the  artist  who  evoked 
it?  Anyhow,  it  becomes  clear  that  the  form 
and  colour  which  charm  the  eye,  and  the 
ideas  which  entrance  the  mind,  must  join 
hands  to  make  a  true  picture. 

The  artist  Mahadeva  is  a  Jute  broker. 
He  has  no  leisure   to  cultivate  drawing  or 
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painting.  But  his  art  inspiration  has  carried 
away  his  soul  into  the  radiance  of  a  much 
earHer  age  than  that  in  which  he  dwells  in 
the  flesh.  In  his  picture  (No.  302)  of  his 
village  and  his  river,  of  the  moon  rising 
thereon  and  all  its  other  beauties,  he  has 
given  us  a  glimpse  of  this  soul  of  his.  That 
is  why  his  charming  little  picture  rejoices 
our  hearts. 

"  The  ascetic  has  not  steeped  his  mind 
in  ochre,  but  only  his  cloth," — thus  runs  our 
old  saying.  This  we  see  in  the  other  pic- 
ture of  Uma's  penance,  of  the  Benares 
School  which  bears  all  the  impress  of  the 
common  place  lane  in  which  it  was  pro- 
duced. The  mountain  cave,  the  ochre  robes, 
the  beggar's  bowl,  with  their  variegated 
shapes  and  colours,  no  detail  is  left  out, 
rather  there  are  too  many  of  them.  With 
these  the  lay  visitor  to  the  gallery  may  be 
deluded,  but  not  the  artist.  This  other 
master  of  drawing  has  given  us  another 
picture  of  a  cart  and  its  driver.  The  firm 
imf altering  lines  are  all  there,  with  never  a 
mistake.  So  correct  is  it,  you  may  tdmost 
hee?  -ibe:  ..wheels  creak.  But  of  what  avail 
are  all  these  if  >J!f  y  leave  us  cold?  To  what 
end  is  ail  this  lab^'ious  appeal  to  our  eye,  if 
our  mind  is  not  swayed  on  the  swing  of 
fancy?  Any  loud  noise  may  startle  us  into 
a  palpitation,  but  the  thin  notes  of  the  flute 
prick  up  the  ears  of  our  mind  into  attentive- 
ness,  like  those  of  a  startled  deer.  That  is 
the  difference  between  the  obviousness  of 
mere  technique,  and  the  artist's  vaguer 
melody. 

How  to  visualise  melody  is  taught  us  by 
the  spiritually  minded  Master  Khitindra  in 
his  picture  (PI. — fig. — ),  where  the  idea  is 
related  to  the  execution  as  the  fragrance  to 
a  flower.  How  feeling  can  determine  the 
character  of  the  lines  is  well  shown  in  the 
drawings  of  the  Mother  by  Miss  Shanta 
Devi  (PL  N,  fig.  A)  Miss  Kiran  (No.  198)  and 
Miss  Mrinal  (No.  197),  in  all  of  which  the 
firmness,  sweetness  and  patience  of  the 
Mother  are  made  manifest  by  their  firm  and 
graceful  line  work.  The  obverse  is  to  be 
seen  in  Master  Nabendranath  Tagore's 
"  Nabob "  where  the  riotous  lines  of  the 
drawing  speak  to  the  ungainliness  and  indis- 
cipline of  the  character  portrayed.  Here, 
more  correct  drawing  would  have  failed  of 


its  object.  Thus  can  both  good  and  bad 
draftsmanship  be  made  to  serve  the  artist's 
purpose. 

In  the  "  Death  of  Shahjehan  "  by  Abdur- 
rahman Chugtai  (PI.  I.  fig.  C),  the  night  of 
the  Emperor's  death  is  the  subject — but  the 
quiet  solemnity  of  a  death  scene  has  been 
entirely  missed.  The  discordant  details, 
depicted  with  meticulous  precision,  militate 
loudly  against  the  melancholy  peace  on 
which  the  mind  would  dwell.  There  is  a 
veritable  riot  of  colour  and  movement.  It 
may  be  that  this  is  just  the  impression  which 
the  artist  sought  to  give.  The  fact,  how- 
ever, remains  that  the  picture  fails  to  be 
satisfying  and  leaves  a  sense  of  waiting  for 
a  change  of  scene. 

Not  that  a  display  of  technical  skill  for 
its  own  sake  is  always  to  be  condemned. 
This  is  what  the  painter  of  No.  258  seems 
to  have  contemplated.  It  is  as  if  he  is  telling 
us  plainly,  nay  boastfully,  that  this  is  all  he 
has  to  offer.  In  such  a  case  the  mind  does 
not  refuse  to  take  what  it  can  get.  But  the 
great  majority  of  our  budding  artists  have 
followed  the  path  which  is  midway  between 
pure  idea  and  pure  execution,  making  their 
demands  freely  on  both;  for  the  very  object 
of  their  endeavour  is  the  joy  of  giving  con- 
crete metrical  form  to  the  morphous  artis- 
tic impulse  which  prompts  them. 

When  we  say  that  both  eye  and  mind 
must  join  to  produce  a  true  picture  we  have 
not  said  all.  There  is  also  something  left 
over  which  transcends  both.  There  is  a 
secret  chamber  where  the  human  artist  com- 
munes with  the  Divine  Artist,  and  plays  with 
him  at  creation.  News  of  this  comes  to  us 
now  and  then  in  a  work  such  as  the  Uma  of 
Nandalal.  No.  125  by  Master  Surendra  is 
another  such  message  bearer.  The  fineness 
of  his  work  eludes  all  attempt  at  defining 
its  quality.  Fathomless  night,  unending 
dreams.,  ineffable  moonlight,  combine  in  a 
creation  which  can  be  felt  but  not  uttered. 
In  such  as  these  we  see  at  last  a  glimpse  of 
the  real  artist's  studio, — the  picture  rapt  in 
their  own  dreams,  creating  dreams  in  all 
beholders,  but  all  the  while  behind  the  veil, — 
the  innermost  sanctuary  of  the  spirit  where 
the  simplicity  of  perfection  reigns,  and 
where  the  mind  is  a  child,  and  smiles  and 
plays,  and  thinks  or  thinks  not  just  as  a  child^ 
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VI.— CORRESPONDENCE. 


ART  AND  ART  CRITICISM. 

The  Editor  of  "  Rupum." 

Sir, — First  allow  me  to  congratulate  you 
warmly  for  the  October  Number  just  received.  It 
more  than  maintains  the  interest  and  excellent 
form  of  the  preceding  numbers.  Rodin's  study  of 
the  Profiles  of  the  Madras  Nataraja,  of  which  you 
give  a  translation  from  "  Ars  Asiatica "  prompts 
me  to  put  forwzird*  a  suggestion  which  has  been 
in  my  mind  for  a  long  time.  I  shall  probably  never 
have  the  time  or  opportunity  to  work  it  out 
thoroughly  myself,  so  I  will  offer  it  to  readers  of 
"  Rupam  "  in  the  hope  that  Indian  art  students  or 
others  may  do  so.  It  seems  to  me,  from  a  close 
study  of  Indian  images,  that  Indian  sculptors,  in 
some  cases,  if  not  always,  deliberately  designed  the 
profiles  of  images  so  as  to  adjust  them,  to  the 
point  of  view  from  which  they  are  meeuit  to  be 
seen  by  the  worshipper,  i.e.,  from  near  the  ground, 
not  from  the  level  at  which  they  are  viewed  by 
the  non-believer  at  exhibitions  and  museums. 
This  theory  appears  to  me  specially  applicable  to 
the  well-known  images  of  Krishna  dancing  upon 
Kaliya..  I  have  noticed  that  while  the  child's  body 
is  perfectly  understood  from  tJl  points  of  view  the 
face  only  appears  child-like  when  the  image  is 
seen  from  below,  as  by  a  spectator  kneelinsr — a 
position  which  even  the  lay  sculptor  of  modem 
times  often  takes  for  correcting  the  profiles  of  his 
work.  In  such  a  position  the  excessive  length  of 
the  nose,  as  seen  by  the  spectator  standing,  is 
corrected  by  foreshortening  and  the  face  has 
delightfully  child-like  expression.  I  use  the  term 
"  profiles  "  in  the  sense  intended  by  Rodin,  i.e.,  in 
the  sculptor's  sense  of  contours,  or  outlines  of 
sculpture  seen  from  all  angles,  from  above  and 
below,  as  well  as  from  the  side. 

If  my  theory  is  correct  photographs  do  not 
always  give  correctly  the  artistic  intention  of  the 
image-maker,  nor  can  it  been  seen  as  images  are 
usually  viewed  in  art-shows  and  museums.  Only 
a  very  careful  drawing  from  the  right  points  of 
view  would  illustrate  it  accurately. 

It  is  not  likely  that  the  Silpa  Shastras,  which 
are  for  the  most  part  ritualistic  texts,  will  throw 
any  light  on  this  artistic  question.  This  leads  me 
to  join  issue  with  your  Reviewer  in  his  notice  of 
my  Handbook  of  Indian  Art,  in  the  same  number 
of  "Rupam"  I  do  not  underrate  the  value  of  these 
texts  for  the  art-critic  and  historian.  In  one  of 
the  first  reports  I  wrote  to  Government  in  1884, 
I  urged  the  importance  of  collecting  and  trans- 
lating these  texts  and  I  believe  that  Mr.  P.  K. 
Acharya  undertook  his  recent  work  in  Mansara 
from  a  suggestion  made  by  myself.  But  if  they 
are  to  be  taken  as  *^ft  final  and  decisive  authori- 
ties in  questions  of  artistic  intention  then  Pro- 
fessor Foucher's  contention  is  obviously  correct. 
It    must    be    admitted    that    Hindu    and    Buddhist 


artists  never  had  a  soul  they  could  ctdl  their  own; 
they  were  eJways  subservient  to  the  text-writers, 
who  took  their  instructions  from  the  Greeks. 
Texts  may  be  very  good  widking-sticks  w^hen  the 
way  is  clear,  but  until  my  "  guesses  "  cleared  the 
way,  the  critics  with  the  texts  in  front  of  them 
unanimously  declared  that  Hindu  and  Baddhist 
art  was  not  "  fine."  It  may  be  more  correct 
ritualisticedly  to  describe  the  two  figures  in  PI. 
LXXI  of  my  handbook  as  Af i/^ /i unas,  but  I  venture 
to  think  that  the  title  "  Shiva  and  Parvati "  gives 
a  better  understanding  of  their  artistic  or  mytho- 
logical origin.  I  believe,  moreover,  pata  your 
Reviewer,  that  Mahayana  texts  did  give  Hindu 
deities,  subordinate  places  in  their  mystic  spheres. 
Similarly  my  identification  of  the  central  head  of 
the  Elephanta  "  Trimurti "  wath  Vishnu  is  not 
affected  by  the  presence  of  a  solitary  Shaiva  sym- 
bol on  the  jata-mukuta-  Surely  your  Reviewer 
must  realise  that  in  a  Shaiva  temple  Vishnu  is 
one  of  the  manifestations  of  Shiva,  so  the  sculptor 
is  ritualisticeJIy  correct  in  placing  a  Shaiva  symbol 
on  Vishnu's  crown. 

The  Doint  riaised  by  your  Reviewer,  as  to  the 
relative  importance  of  architecture  in  a  general 
handbook  of  art  is  a  very  vited  one.  I  wa^  not 
influenced  by  any  personal  preferences  in  giving 
architecture  by  far  the  largest  'r~'_'"biit  by'firm 
conviction  as  an  art  -  teacher  •'^'nat  if  architecture 
should  ever  come  into  its  c*wn  again  in  India,  as 
a  form  of  artistic  expression,  Indian  painting  and 
sculpture  and  many  other  forms  of  art  would 
thereby  receive  a  far  greater  impetus  than  any 
individuals,  societies,  or  governments  could  give 
them  the  progress  hitherto  made  in  this  direction 
hardly  justifies  the  complacency  with  which  your 
Reviewer  regards  the  present  position  of  art  in 
India.  This  side  of  the  artistic  problem  seems  to 
be  either  ignored  or  misunderstood  both  in  London 
and  in  Calcutta. 

I  purposely  refrained  in  my  'Handbook' 
from  reviving  the  controversy  regarding  the  build- 
ing of  the  New  Delhi,  and  I  have  no  intention  of 
doing  so  now.  But  while  I  rejoice  that  the  Bengal 
painters,  who  were  led  by  my  teaching  twenty 
years  ago  to  find  their  way  in  art,  are  now  basking 
as  your  Reviewer  says,  in  the  "warm  sunshine 
of  a  sympathetic  appreciation  from  eJI  quarters." 
I  have  not  heard  that  their  fellow-artists,  the 
master-builders  of  India,  have  met  with  similar 
appreciation,  or  that  the  efforts  made  in  their 
behalf  by  the  present  consulting  Architect  to  the 
Government  of  India,  Mr.  Begg,  have  received 
adequate  support  from  any  quarters. 

The  University  of  Calcutta  and  the  public  are 
certainly  to  be  congratulated  on  the  appointment 
of  Mr.  Abanindra  Nath  Tagore  as  Professor  of 
Fine  Art.  The  University  has  aJso  the  distinction 
of  being  the  first  to  attempt  to  give  art  a  definite 
place  in  its  examination  system.     About  17  years 
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ago  the  Faculty  of  Arts  accepted  a  scheme  pro- 
posed by  myselF  for  giving  art  an  equal  position 
to  Science  in  its  "  arts  "  curriculum.  The  daring 
scheme   was   promptly   suppressed    by    the    higher 

powers 

Tempora  A'lUtanturand  tha  new  Professor  of 


Fine  Art,  I  am  glad  to  think,  is  not  likely  to  meet 
with  the  same  difliculty. 


16th  January  1922. 


I  am  yours  obediently, 
E.  B.  HAVELL. 


VII.— THE    AESTHETICS    OF    YOUNG    INDIA 
A  REJOINDER. 

By  STELLA  KRAMRISCH. 


TO  all  the  definitions  of  art  one  may  add 
{mother  one,  equally  true  and  relevant, 
namely,  that  art  is  a  substance  subject 
to  discussions  ad  infinitum  with  impunity.  Works 
of  art  are  taciturn  and  do  not  take  revenge  for  they 
are  merged  into  the  eloquent  silence  of  perfection. 

The  statement,  that  "  what  the  fishing  cfinoe  is 
to  the  submarine,  that  is  all  classic  and  Christian 
art  to  the  art  of  the  last  two  hundred  years,  and 
that  is,  all  the  Hindu  art  to  European  art  since  the 
Renaissance  "  is  the  underlying  idea  of  Mr.  Sarkar's 
essay  on  the  iCsthetics  of  Young  India.  "  Rupam," 
No.  9). 

The  assertion  that  any  period  of  art  surpasses 
all  others  by  its  artistic  merit  is  not  only  obviously 
again;-*  xdLu^ight  into  the  nature  of  art,  but  it 
also  proves  amethi^c  presumption  gained  by  an 
acquaintance  with  th^  current  art-terminology  of 
Western  critics.  Surveying  from  this  high  ped- 
estal the  art  of  the  world,  Byzantine  art  for 
instance,  appears  to  have  influenced  Asia  Minor, 
although  the  "  historical "  relation  is  exactly  the 
opposite,  etc. 

Mr.  Sarkar  on  the  other  hand  is  right  in  re- 
peating the  dogma  of  modem  aesthetics  that  only 
the  "how"  of  artistic  realisation  is  essential  and 
Agastya  who  pleads  for  the  Indianness  of  Indian 
art  is  right  too. 

However  justified  these  claims  may  be,  they 
do  not  help  to  secure  an  objective  standard  of 
aesthetics  which  ought  to  lie  at  the  root  of  the 
Indian  point  of  view.  Undoubtedly  the  art  and  the 
outlook  of  the  European  middle  ages  have  many 
features  in  common  with  the  Indian  thought  aoid 
creation  in  so  far  as  both  are  spiritualistic.  But 
why  did  Europe  never  invent  a  work  of  art  corres- 
ponding to  the  sitting  Buddha,  or  quite  apart  from 
its  subject-matter — why  did  a  scheme  of  composi- 
tion like  that  of  the  sitting  Buddha,  never  find  an 
interpreter  in  the  West  ?  Why  although  subject- 
matter  and  composition  are  very  intimately  connec- 
ted in  the  representation  of  any  Japanese  and  any 
Indian  Buddha,  why  is  it  impossible  to  mistatke 
even  the  back  view  of  either  the  one  or  the  other? 
Why,  for  example  the  Buddha  from  Samath  needs 
must  be  Indian.  What  is  so  unmistakably  Indiam 
about  this  sculpture?  May  be  that  if  we  become 
aware  of  it  we  vrill  find  out  the  degree  of  its  inner 
relation  with  the  temple  of  Kandarya,  for  instance, 


or  the  perforated  stone-window  of  Sidi-Sayyid's 
mosque.  How  does  the  creative  instinct  of  India 
work,  and  through  what  combination  of  visual 
elements  does  it  manifest  itself? 

The  aesthetics  cf  us,  the  young  generation, 
whether  in  India  or  anywhere  else,  have  to  be 
scientific  and  are  therefore  of  international  vali- 
dity. Their  structure  might  be  pointed  out  in  a 
few  words. 

Every  art  is  possible  only  through  some  kind 
of  materieJ.  What  belongs  to  the  material  of  art? 
Stone,  bronze,  paper,  colour,  brushes  and  so  on; 
(for  instance,  to  what  natural  conditions  and 
aesthetic  necessity  does  the  use  of  earth  colours  in 
Indian  painting  correspond;  what  is  the  signifi- 
cance of  the  rock-cut  caves  and  temples  of  India; 
why  are  Egyptian  monumental  statues  made  of 
the  hardest,  the  most  permanent  stones ;  why  were 
stained  glass  windows  introduced  together  with 
Romanesque  and  Gothic  architecture  and  how  is  it 
possible  that  wood-cut  did  not  develop  into  an 
independent  branch  of  Western  art  before  the 
fourteenth  century  although  wood-cut  blocks  were 
used  for  printing  cloth  long  ago). 

In  this  way  the  selection  of  material  and 
technique  is  not  merely  of  a  technical  interest. 
But  besides  the  few  materials  mentioned  many 
others  have  to  be  put  under  consideration,  which 
belong  to  different  categories.  Subject  matter  with 
regard  to  creation  is  such  a  material.  As  subject 
matter,  however,  have  to  be  classified  not  only  the 
episodes  of  the  Ramayana  or  "Ganesa  with 
elephant-head,  three  eyes,  pot-belly  and  dwarfish 
form,  holding  in  his  four  hands  a  lotus,  his  own 
tusk,  a  battle-axe  and  a  ball  of  rice-cake "  ;  lands- 
cape or  portrait-painting,  but  also  the  general 
ideas  and  conceptions  of  the  age  and  nation  to 
which  the  artist  belongs,  nature,  men  and  things 
wliich  surround  him  and  the  experiences  and 
knowledge  he  possesses  whether  grown  in  his  own 
country  or  imported  from  somewhere  else.  All 
these  are  given  facts  in  a  chaotic  mixture.  They 
constitute  the  raw  material  which  awaits  creation. 
Ultimately  all  art  results  from  the  union  of  in- 
tuition and  personality.  The  first^  universal, 
tmlimited  and  unchangeable  consists  in  intensity 
and  tends  towards  expression,  the  latter  confined 
in  temporal,  national  and  individual  limits  enables 
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the  variety  of  visualisations,  the  varioos  designs  or 
compositions.  Every  living,  i.e.,  creative  art  has 
in  itself  a  necessity  of  composition  endowed  with 
a  melody  and  logic  of  its  own. 

There  are  two  fundamentally  di£Ferent  atti- 
tudes towards  art:  that  of  creation  and  that  of 
criticism,  the  one  working  a  priori  the  other  a 
posteriori. 

Creation  seems  to  be  absolutely  free,  because 
it  moves  inside  firm  and  clear  limits.  The  stronger 
4uid  determined,  the  productive  strain  of  an  artis- 
tic unit  (age,  nation,  individual)  is,  the  clearer 
intuition  reveals  itself.  This  productive  strain 
accompanies  intuition  like  an  invisible  guide,  un- 
suspected by  the  creative  mind.  It  is  the  "  variable  " 
in  that  equation  of  man  and  nature  which  is  called 
art  and  it  represents  the  main  problem  of  con- 
structive aesthetics. 

We  do  not  know  of  any  laws  of  art  of  univer- 
sal value.  Composition  (design)  and  rhythm  are 
terms  with  so  vast  a  circumference  that  they 
scarcely  contain  any  clear  notion.  They  have  no 
working  efficacy.  The  only  reality  with  which 
aesthetics  are  concerned  is  the  single  work  of  arts 
IP  its  visual  aspect.  Being  creation  it  embraces  the 
complex  unity  of  all  laws  possible  in  a  peculiar  rela- 
tion. The  ratio  of  components  g^ves  to  it  a  distinct 
character  but  is  beyond  the  single  work  of  art 
relatively  constant  in  all  artistic  units,  (age, 
nation,  individual)  as  may  be  found  by  comparison. 
A  form  relation  of  one  and  the  same  character  is 
prevalent  in  Indian  art  from  Bharhut  to  the  modem 
school  of  painting  in  Bengal,  form  relations  of 
different  character  but  equally  constant  determine 
the  artistic  intuition  of  Egypt,  Greece,  Mediaeval 
Europe,  Byzantium,  China,  etc. 

To  investigate  the  relation,  that  unique, 
inevitable  harmony  of  lines,  surfaces,  volumes  suid 
colours  of  every  artistic  unit  is  the  first  principle 
of  art-criticism.  To  know  her  own  necessity  of 
significant  form  should  be  the  first  endeavour  of 
artistic  young  India.  Then  there  will  be  no  danger 
or  merit  in  accepting  or  rejecting  French  space- 
conception,  Russian  colorism  and  Chinese  line  and 
the  like,  for  imitation  is  impossible  where  person- 
ality is  at  work.  Cubism  to  the  Indian  artist  can 
be  as  fascinating  a  material  as  Japanese  silk  to 
paint  on  or  a  landscape  never  seen  before.  Strind- 
berg  in  his  Dream-play  used  Indian  motives  and 
ideas  to  a  large  extent,  nevertheless  his  drama  is 
purdy  Northern   and   none   but    Strindberg  could 


have  conceived  it.  Nanda  LaJ  Bose  in  his  paint- 
ing "  The  Grief  of  Uma "  (reproduced  in  Colour 
in  January  No.  of  "  Rupam  ")  owes  much  to  China, 
but  nobody  besides  Nanda  Lai  Bose  could  have 
painted  this  purely  Indian  picture. 

Mr.  Sarkar's  point  of  view  is  very  one-sided. 
By  dealing  exclusively  with  composition  nothing 
is  gained.  His  enthusiastic  annunciation  of  the 
geometry  in  "le  sommell  des  femmes  "  (Quatorze 
sculptures  Indiennes,  Collection  Mallon)  a  weak 
Gandhara  relief  proves  how  little  he  is  able  to 
discover  that  irrational  geometry  and  immanent 
structure  which  alone  constitute  a  work  of  art  and 
are  so  sadly  missing  in  the  eulogised  sculpture. 

With  equal  superficiality,  subject  matter  and 
historical  point  of  view  are  condemned  on  '  grand ' 
scale.  It  certainly  must  be  admitted  that  icono- 
graphy and  dates  are  not  art.  Nevertheless  they 
are  necessary  helps  for  aesthetics  for  without  them 
aesthetics  degenerate  quickly  into  sterile  dogma- 
tism. But  all  depends  upon  the  formulation  of  the 
question.  Thus,  for  instzuice,  that  this  type  of 
Buddha  belongs  to  Burma,  this  to  the  North-West 
of  India  and  that  to  Ceylon  are  irrelevant  facts.  The 
question  is:  what  kind  of  transformation,  the 
physiognomic  type  or  ideal  of  Burma,  North- 
western India,  and  Ceylon,  has  to  undergo  in 
order  to  become  the  face  of  a  Buddha.  Subject 
matter  and  history  are  not  so  simple  facts  as 
Mr.  Sarkar  wishes  them  to  be;  for  tLcy  airf  the 
conditions  which  make  the  ex^tence  of  the  work  of 
art  possible.  ^ 

A  system  of  aesthetics  which  wamts  to  be  con- 
sidered as  scientific  must  therefore  be  founded  on 
the  how  and  why  of  (1)  material-technic  (in  the 
way  as  indicated  above)  (2)  subject  matter,  i.e., 
the  whole  complex  of  reality,  conceptions  auid 
impressions  which  at  the  time  of  the  creation  of 
the  work  of  art  exist  in  that  unit  out  of  which 
the  work  is  born.  Then  only  a  synthesis  will  be 
possible,  which  seizes  the  creative  experience  and 
its  strength  by  the  laws  of  line,  surface  and 
cube,  light  and  shade,  space  and  colour.  This 
refers  to  drawing,  painting,  sculpture  and  archi- 
tecture. 

Esthetics  go  their  way.  In  relation  to  art 
they  are  always  later.  Art  goes  its  own  way.  It 
is  there  from  the  beginning.  It  makes  the  path- 
way. Sometimes  obstacles  bar  the  way  for  a 
while  and  darken  the  horizon.  Esthetics  might 
be  helpful  in  overcoming  them. 


REVIEWS. 


RUPAVALI:— By  Nanda    Lai    Bose.    Chucker- 
vertty,    Chatterjee    &   Co.,    Ld.,    1,    College 
Square,  Calcutta,  1921.     Price  Rs.  3. 
This     interesting     publication     as     its     name 
implies    is    a    '  String  of  Forms '    being    a    series 
of  excellently  reproduced  drawings  of  human  face, 
legs  and  feet  derived  from  the  old  masterpieces 


of  Indiem  Painting  and  Sculpture.  They  will  form 
eminently  useful  introduction  to  the  beauty  of 
forms  atnd  poses  which  old  Indian  artists  have 
made  their  own.  As  is  rightly  pointed  out  in  the 
introduction  by  Mr.  Tagore,  this  production  by  a 
great  artist  will  serve  not  only  as  a  teacher  for 
art-students,  but  also  as  a  helpful  companion  for 
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his  fellow-artists.  We  think  they  could  be  use- 
fully introduced  in  all  drawing  classes  of  local 
schools  and  we  strongly  reconunend  the  publica- 
tion to  the  Directors  of  Public  Instruction  in  all 
provinces.  We  have  one  criticism  to  offer  as 
regards  the  arraoigements  of  the  plates.  We  wish 
the  author  had  placed  the  plates  in  a  graduated 
sequence.  The  simple  drawings  of  the  hands  and 
feet  could  very  usefully  come  before  the  compli- 
cated drawings  of  the  head.  We  hope  this  defect 
would  be  remedied  in  the  next  edition.  There  is 
a  longfelt  want  of  em  adveuiced  drawing-book  for 
students  and  we  have  no  doubt  this  will  admirably 
answer  this  purpose.  We  suggest  a  second  series 
being  undertaken  to  follow  up  the  present. 

THE  CHARM  OF  KASHMIR:— By  V.  C.  Scott 
O'Connor  with  16  coloured  plates  and  24  illustra- 
tions from  photographs,  181  pp.  Longmans,  Green 
&  Co.,  London,  1920.     Price  £4-4-0  net. 

Notwithstanding  the  reputation  of  the  author 
of  "  The  Silken  East  "  we  opened  this  book  with 
sonaething  like  a  misgiving  lest  the  author  should 
have  injured  his  well-deserved  laurels  by  attempt- 
ing to  encroach  on  a  field  which  has  been  tried  by 
many  a  skilful  hand  before  him. .  .  But  we  had  not 
to  go  through  many  pages  of  the  book 
to  dispel  our  fears.  Mr.  O'Connor  does 
not  write  on  the  various  amenities  of 
travels  in  Kashmir  which  one  generaUy 
mee^&-«  wjjh  in  the  records  of  the  impres- 
sions of  those  who  spend  a  fortnight  In  a  house- 
boat. Our  author  nas  concerned  himself  only 
with  the  beauty  of  t'ne  Kashmir  Valley  and  his 
excellently  produced  volume  is  aoi  esthetic  worship 
pure  and  simple,  as  is  well  suggested  in  the  title. 
He  explains  in  his  foreword.  "In  this  book  an 
attempt  is  made  to  capture  the  charm  of  the 
acknowledged  beauty-spots  of  the  world:  but 
charm  is  essentially  an  elusive  quality  not  easily 
trapped  in  a  net  of  words.  Pictures  have  there- 
fore been  added."  The  pictures  collected  by  the 
author  do  undoubtedly  help  his  readers  to  net  the 
illusive  quality.  But  his  word  pictures  are  no 
less  effective  in  trapping  the  charm  of  the  Happy 
Valley.  We  have  no  space  for  long  quotations 
but  a  stray  passage  should  be  sufficient  to  convey 
the  pictorial  po^ver  of  the  author's  pen:  "The 
boat  moves  through  symphonies  of  mauve,  pur- 
suing its  placid  timeless  voyage  across  the  satin 
water,  where  clouds  and  mountains  dream,  and 
ponies  wallow  eonidst  lush  meadows  and  marshes, 
knee-deep  amidst  a  blaze  of  flowers.  Here  is  a  car- 
pet of  gold  under  the  purple  mountains  and.  herons 
lazily  flapping  their  wings  as  they  fly.  Here  the 
lake  terns  flit  in  their  pied  velvet  jackets  and  sweep- 
ing tails  amidst  the  water-lilies,  and  the  carrion 
eagles  loom  like  islands  above  the  expanse  of 
water.  The  surface  of  the  Lake  is  a  mirror,  but 
with  a  pattern  of  its  own,  where  the  singaras  lie 
like  lace  upon  its  surface.  The  fishermen  lifting 
their  shiny  nets  fling  the  hapless  fish  that  have  been 
raped  from  the  swallows,  to  die  in  the  cruel  lustre 

of  the  sun There  is  no  life  like  this  silken  life 

upon  the  waters  of  the  valley — For  this  is  Kashmir. 


See  the  clouds  changing  from  moment  to  moment, 
as  they  climb  the  stairways  of  Heaven,  throwing 
their  shadows  on  the  sun-lit  blue  of  the  moun- 
tains, now  white  and  opalescent  as  they  expand, 
now  grey  and  sombre  as  they  fill  with  rain  above 
the  silver  crests."  Of  the  illustrations,  which  are  as 
interesting  as  the  text,  16  are  in  colour  and  24  in 
admirably  chosen  photographs.  Of  the  pictures 
in  colour  two  are  contributed  by  Mrs.  Sultan 
Ahmad,  four  by  Miss  Hadenfeldt,  four  by  Col.  G. 
Strahan  and  six  by  Abanindra  Nath  Tagore.  We 
have  seen  such  magnificent  examples  of  Kashmir 
scenes  from  the  brush  of  Col.  Strahan,  that  we 
are  unable  to  take  the  specimens  given!  in  this 
book  as  representative  of  his  best  manners.  Miss 
Hadenfeldt's  decorative  illustrations  have  a  very 
charming  individuiJistic  way  of  interpretation  and 
are  admirable  acconapaniments  to  the  text. 
Mr.  Tagore  is  the  only  artist  who  has  made  the 
somewhat  courageous  attempt  of  visualising 
Kashmir  in  his  mind's  eye,  for  the  author  has  for- 
gotten to  confide  to  his  readers  that  this  artist  has 
never  visited  Kashmir.  Yet  his  illustrations  have 
the  unerring  character  of  Kashmir  scenes  and  sub- 
jects. His  study  of  a  girl  at  Chasm-Shahi  is 
vested  vnth  all  the  reality  of  characteristic  type. 
But  these  imaginary  "  realisms,"  are  no  less 
interesting  than  his  admittedly  imaginative  pieces 
in  which  he  attempts,  sometimes  very  successfully 
to  look  at  Kashmir  through  the  eyes  of  the  Moghul 
Princes.  To  us  "  Shah-Jahan  at  Shalimar "  and 
"  Fate  of  the  Pleasure-Lover  "  have  appealed  the 
most.  The  photographs,  which  are  all  admirably 
reproduced  are  particularly  weU  represented  in 
three  studies : .  "  The  Shepherd's  Daughter,"  "  the 
Spearing  of  the  Lakes  "  and  "  The  Flock  at  Peace  " 
which  certainly  demonstrate  that  the  Charm  of 
Kashmir  is  something  not  too  elusive  for  the 
camera.  Visitors  to  Kashmir  should  be  grateful 
to  the  author  for  providing  such  a  splendid  com- 
panion to  such  esthetic  feasts  as  Kashmir  is  never 
weary  of  offering. 

FABLES  CHINOISES  DU  Ille  AU  Vllle 
SIJICLE  DE  NOTRE  ERE  (d'origine  hindoue) 
Traduites  par  E.  Chavannes^  versifiees  par  Madame 
Eduard  Chavannes  ornees  de  46  designs  par  Andree 
Karpeles.  Editions  Bossard  Paris.  Price  4.80 
Francs. 

We  are  grateful  to  Madame  Chavannes  for 
the  delightful  rendering  she  has  given  us  in  melli- 
fluous French  verse  of  eighteen  old  Chinese 
tales  borrowed  from  Indian  sources.  These  fables 
have  been  carefully  selected  from  Professor 
Chavannes'  '  Cinq  cent  contes  et  apologues'  and 
none  of  them  are  later  than  the  8th  century  of 
the  Christian  Era  while  some  are  as  old  as  the 
3rd.  Eight  of  them  are  animal  stories  of  the  class 
well-known  to  Western  readers  through  the 
version  attributed  to  ^sop. 

The  migration  of  Indian  beast-fables  has  a 
special  appeal  to  modern  scholars  and  it  is  interest- 
ing to  recall  that  in  the  6th  century  when  some 
of  these  stories  were  translated  from  Sanskrit    to 
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Chinese,  Panchatantra  was  rendered  into  Persian 
under  the  auspices  of  Khusni  Anushirban  (531 — 79 
A.C)  The  persistence  of  some  of  these  fables 
through  the  long  vista  of  ages  and  their  survival 
in  an  almost  unaltered  form  is  indeed  a  strange 
fact  and  in  Bengal  the  story  of  the  Nakoula  who 
saved  his  master's  child  from  the  fangs  of  the 
serpent  and  lost  his  life  through  man's  foolish 
suspicion  is  still  repeated  in  our  nurseries.  In  the 
Chinese  version  the  neunrative  makes  its  appearance 
as  early  as  516  A.C.  Undoubted  traces  of  In<&an 
origin  are  to  be  found,  we  believe,  in  at  least  two 
of  the  stories  contained  in  the  monograph  on 
Pushtu  folklore  published  as  a  memoir  of  the 
Asiatic  Society  of  Bengal — a  strange  witness  of  the 
vitality  of  folkstcries  even  eimong  the  conflict  of 
civilizations  in  the  'still-vexed'  Borderland. 
Modem  European  scholars  are  agreed  that  Indian 
tales  pointing  a  moreJ,  in  which  animals  and  not 
men  are  the  principal  actors,  owe  their  origin  to 
Buddhistic  influence.  One  of  the  oldest  stories  in 
this  collection  'La  tourterelle  du  Bouddha'  translate 
ed  by  a  Chinese  writer  who  died  in  780  A.C.  is  to  be 
found  in  the  great  Epic  of  the  Mahabharata  as 
Sivi  U pa khyanam  an  episode  named  after  the 
pious  King  who  offered  his  own  flesh  to 
the  pursuing  hawk  in  lieu  of  a  timid  dove 
which  had  sought  his  protection.  The  age 
of  the  Mahabharata  is  still  uncertain  and  if 
its  anterior  limit  is  to  be  assigned  to  the  8th  or 
even  to  the  5th  century  before  the  advent  of 
Christ  it  seems  to  be  a  matter  for  consideration 
whether  in  regard  to  this  particular  story  the 
charge  of  borrowing  or  adaptation  may  not  be 
laid  at  the  door  of  the  Buddhists  themselves.  It 
does  not  seem  at  all  improbable  that  fables  of  early 
origin  would  be  made  use  of  at  a  later  age  and 
'  their  sanctity  increased  by  identifying  the  best 
character  of  the  story  with  Buddha  himself  in  a 
previous  birth.'  The  last  story  in  the  book  is 
that  of  the  beggar  woman  who  brought  for  Lord 


Buddha's  acceptance  a  few  handfuls  of  pulses — the 
proceeds  of  Mushti  bhiksha — which  she  had  col- 
lected to  meet  her  own  pressing  needs.  It  is  a 
close  congener  of  the  account  in  Avadana  Satzdca 
according  to  which  a  poor  woman  hid  hers^  in 
the  brushwood  and  parted  with  her  only  garment — 
a  tattered  piece  of  cloth — for  the  love  and  devotion 
she  bore  to  the  Master.  This  story  is  well 
known  to  our  Bengali  readers  through  the  famous 
version  of  Dr.  Rabindra  Nath  Tagore  (Sreshtha 
Dan)  in  his  Kathc  OKahini  a  gem  of  the  truest 
touch  in  the  Treasury  of  World's  Poetry. 

The  authored:,  has  been  careful  to  mention  in 
the  footnotes  even  modem  anedogues  of  stories  in 
her  collection  including  the  delightful  tale  of 
Rikki-tikki-tavi  of  Kipling's  Jungle  Book  and  the 
omission  of  these  must  have  been  due  to  the  fact 
that  the  work  under  review  is  intended  for 
ordinary  readers  and  not  for  the  Orientalist. 

M.  Chavannes'  interesting  preface  contains 
much  valuable  information  and  would  no  doubt 
meet  with  its  due  need  of  praise  from  all  students 
of  Indology.  The  book  has  been  beautifully  illus- 
trated by  Mile  Andree  Karpeles  who  has  drawn 
her  inspiration  principally  from  estjunpages 
brought  from  China  by  Professor  Chavannes  him- 
self. The  mastery  of  the  technique  of  Chinese  art 
which  the  talented  artist  displays  in  her  designs, 
elicits  our  sincere  felicitations  but  our  own  Kala- 
Lakshmi  would  certainly  feel  the  neglect  sh9uld 
she  desert  her  shrine  for  an  older  rivaJ  in  the  Far 
East.  «»»  * 

In  conclusion  we  would  request  Madame 
Chavannes  to  give  us  a  further  instsdment  of  her 
beautiful  translations  as  the  echoes  of  some  of  her 
sweet  refrains  still  linger  in  our  ears.  Who  wouIiS 
forget  even  in  this  work-a-day-life  the  haunting 
memory  of  "Rou  ou  ou  ou,  rou  ou  ou,  Le  Bouddha 
fut  un  homme  doux  ?  " 

G.  D.  S. 


NOTES. 
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OURSELVES. — We  continue  to  receive  lauda- 
tory and  appreciative  communications  from  our 
readers,  orientalists  and  other  savants-  Mr.  Havell's 
congratulations  on  our  October  Number  appear 
in  another  place.  It  is  a  pleasure  to  record  our 
acknowledgments  of  the  kind  words  of  smother 
distinguished  orientalist,  Mr.  W.  Perceved  Yeats 
of  the  Royal  Asiatic  Society.  He  writes: 
"  Please  allow  me  to  send  congratulations  on  the 
completion  of  the  second  year  of  "  Rupam."  It 
shows  no  sign  of  departing  from  the  lofty 
standju-d  set  at  its  inception;  on  the  contrary,  it 
seems  to  me  that  its  vitality  increases  with  its 
years."  We  have  also  received  many  conununica- 
tions  of  tribute  to  the  merits  of  individujj  articles, 
particularly  to  the  illuminating  article  of  Dr.  Stella 


Kramrisch  on  "  The  Representation  of  Nature 
in  Early  Buddhist  sculpture"  published  in  the 
October  Number.  We  hope  to  publish  another 
contribution  from  her  pen  very  shortly.  Our 
readers  may  be  interested  with  the  hews  that 
Dr.  Kramrisch  is  now  in  India  and  is  lecturing  at 
Vishwa-Bharati  University  at  Shanti-niketan, 
Bolepur.  She  has  also  given  a  very  illuminating 
discourse  on  "The  Tendencies  of  Modern  Euro- 
pean Art "  at  the  Society  of  Oriental  Art,  Calcutta. 
We  commend  to  our  readers  the  contribution  of 
Mr.  Eric  Gill  which  wiD  appear  in  the  next  number. 
His  appraisal  of  Indian  sculpture  acquires  special 
value  from  the  fact  that  his  view  represents  an 
independent  estimate  without  any  previous  or 
special  prepossessions  in  favour  of  the  Art  of  the 
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East.  That  the  Art  of  the  East  is  making  its  influ- 
ence felt  ill  Europe  and  America  is  apparent  from 
various  tributes  now  paid  by  connoisseurs  from  all 
parts  of  the  world.  But  the  distressing  phase 
of  the  matter  is  the  appalling  ignorance  and  culti- 
vated apathy  which  still  bar  a  knowledge  of 
Asiatic  art  amongst  the  Asiatics  themselves. 
With  the  exception  of  Japan,  where  the  culture  of 
art  has  come  down  in  an  uninterrupted  tradition 
through  the  centuries — the  cultivation  of  the  arts 
is  practically  at  a  standstill  in  all  parts  of  Asia. 
A  very  characteristic  attitude  is  very  conveniently 
summarised  in  the  remark  lately  made  by  a  local 
Indian  member  of  Council  who  seriously  con- 
tended that  a  knowledge  or  culture  of  Oriental 
Art  was  an  useless  encumbrance.  And  we  won- 
dered if  the  distinguished  member  had  any 
information  of  the  interest  now^  taken  in  all  forms 
of  the  arts  of  the  East  in  Europe  and  America. 
There  is  a  very  sig^nificant  remark  made  in  the 
inaugural  lecture  delivered  by  the  new  Slade  Pro- 
fessor at  Oxford  in  November  last.  "  The  Arts 
of  the  East  which  have  become  so  potent  an 
influence  in  Europe  during  the  last  century  is 
demanding  an  interpreter." 

!ii  S  S 

ANNUAL  EXHIBITION  OF  THE  SOCIETY 
OF  ORIENTAL  ART.— The  Thirteenth  Annual 
Exhibition  of  this  Society  which  was  opened  by 
H.  ^.  The  Viceroy  was  distinctly  above  the  average 
level  of  its  shows.  All  the  members  of  the  new 
sch?ol  WS^e  more  than  well  represented  and 
helped  to  lend  a  solidarity  and  a  coherence  to  the 
exhibition  which  indicated  the  progress  made  in 
memy  phases  of  the  movement.  Each  of  the  lead- 
ing members,  except  perhaps  Mr.  Asit  Kumar 
Haldar,  contributed  most  characteristic  and  signi- 
ficant products  of  their  brush.  Dr.  A.  N.  Tagore, 
exhibited  quite  a  number  of  pictures,  each  repre- 
senting a  phase  of  his  art.  It  is  difficult  to  say 
which  of  the  pictures  represented  him  at  his  best — 
"  The  Bride  of  Shiva,"  in  spite  of  its 
tiny  size  certainly  contested  the  rival  claims  of 
his  big  picture  "Aureuigzib"  (fig.  3  PL  II)  which 
certainly  appropriated  the  largest  simount  of  com- 
ment and  attention.  That  the  shrewd  connoisseur, 
Mr.  Justice  P.  R.  Das,  has  been  able  to  pick  up  the 
best  picture  in  this  year's  show  has  been  endorsed 
by  many.  That  the  artist  has  been  able  to  give  a 
new  presentation  of  the  g^reat  actor  in  Mughal 
history  was  the  generally  accepted  opinion. 
Though  carrying  a  faint  memory  of  the  manners 
of  the  Moghul  portrait  painters,  who  have  left 
nearly  a  dozen  contemporary  portraits  of  this 
Emperor,  Dr.  Tagore's  treatment  of  the  face  in  its 
realistic  and  extremely  complicated  modelling  is 
far  removed  from  the  many  surviving  examples  of 
the  historical  portraits.  Dr.  Tagore's  "  Home  and 
the  World"        acquired       by       Sir         Charles 

Kesteven  represented  another  phase  of  his  art 
which  loves  to  play  pranks  with  the  foibles  of 
Hindu  society.  In  the  chaste  simplicity  of  the 
treatment  the  picture  has  certainly  scored  over 
many    more    elaborate   productions   of    his    brush. 


Nanda  Ltd  Bose,  was  very  characteristically  repre- 
sented by  his  "Uma"  (fig.  C,  PI.  IV)  and  "The  Grief 
of  Uma  "  the  last  of  which  we  have  presented  to 
our  readers  in  an  accurate  colour  facsimile  in  our 
last  number.  The  restrained  but  brilliant  colour- 
ing of  the  last  picture  contrasted  with  the  sombre 
yet  dignified  colour  scheme  of  "  Uma  "  which  in 
its  sculpturesque  treatment  of  the  figure  less 
called  for  any  elaborate  colour  scheme.  This  adds 
another  piece  to  the  series  of  original  contri- 
butions that  Bose  has  made  to  the  myths  of  Shiva 
and  Parvati. .  .  His  "Advent  of  Spring"  is  an 
excursion  into  the  field  of  landscape  painting  and 
revealed  a  new  phase  of  his  artistic  powers. 
The  picture  was  sought  after  by  many  collectors 
much  to  the  disappointment  of  the  late  comers. 
Of  the  pictures  contributed  by  K.  N.  Mazumdar, 
the  "Jamuna,"  (Fig.  B  PI.  Ill)  a  symbolic 
portrait  of  the  well-known  Indian  river, 
has  been  rightly  held  to  be  one  of 
the  best  ever  produced  by  his  brush  while 
his  "  Seven  Notes  of  Divine  Music,"  (fig.  PI  ) 

an  idyllic  representation  of  the  meeting  of  Krishna 
with  Copies,  received  the  tribute  of  Dr.  A.  N. 
Tagore  himself  who  acquired  the  picture  for  his 
collection.  To  the  same  collection  has  also  gone 
the  delicate  study  of  "Moonlight"  (No.  215)  by 
Suren  Kar  who  was  also  well  represented  by 
another  convincing  study  of  a  "  Mother  and  Child  " 
marked  by  a  restrained  use  of  colour  and  very 
accomplished  draughtmanship.  Devi  P.  Roy 
Chowdhury  undoubtedly  scored  a  triumph  with  his 
brilliant  little  "  Portrait  of  himself  "  which  in  its 
strength  and  original  manner  of  presentation  has 
opened  up  a  new  path  which  should  attract  many 
followers.  In  his  "  Children  of  the  Soil "  here 
reproduced  (fig.  A.  PI.  V)  we  have  a  very  dignified 
picture  of  a  familiar  local  subject  which  is  raised 
far  above  the  vulgarity  of  a  mere  descriptive 
realism.  The  works  exhibited  by  Bireswar  Sen 
this  year,  show  an  advance  in  technique  and  con- 
ception which  reveal  the  individusdity  of  the  artist, 
hitherto  clouded  by  a  facile  imitation  of  English 
book  illustrators.  His  "Artist's  Model"  (fig.  B 
PI  V)  "Scribe"  and  "The  Porcelain  Palace"  were 
charming  in  their  colour  schemes  and  distinctly 
tinged  with  a  personal  note  which  one  looked  for 
in  vain  in  his  previous  works.  His  "  Toilet 
(Fig.  B  PI.  IV)  was  undoubtedly  one  of  the 
pictures  of  the  year  and  keenly  con- 
tested by  many  rival  collectors,  one  of 
whom  was  a  Belgian  artist  to  whom  the  Indian 
flavour  of  the  miniature  made  a  particularly 
bewitching  appeal.  Sailendra  Nath  Dey  was  not 
represented  by  many  pictures.  But  the  quality 
of  his  "  Holi  festival "  more  than  compensated  for 
the  dearth  of  numerical  superiority  of  his  exhibits. 
His  "Lady  of  the  Meghaduta "  is  a  charming 
little  study  and  adds  a  new  feather  to  his  cap  as 
an  illustrator  of  the  great  love  poem.  Of  the  new 
exhibitors  special  mention  should  be  made  of 
P.  K.  Chatterjee  who  exhibited  a  number  of  mythi- 
cal and  religious  subjects,  the  most  interesting  bemg 
his  set  of  "Gayatri"  acquired  by  the  Maharaja 
of    Burdwan.    The    young    hopeful,    Bishnu    Pada 
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Chowdhury  was  represented  by  several  pictures  all 
marked  by  a  cleverness  and  a  conviction  reure 
among  many  of  his  seniors.  His  "  Flowers  and 
Feathers,"  "  Love  of  the  Wood,"  "  Shiva  and 
JParvati,"  and  "  Dhruva  "  were  important  features 
of  the  exhibition  and  displayed  his  growing  talent 
to  advantage.  One  of  the  interesting  features  of 
this  year's  show  was  the  contributions  made  by 
many  lady-artists,  of  whom  the  workers  of  Shanta 
Chatterjee,  Basanti  Devi  and  Gouri  Devi  deserve 
special  mention.  The  latter's  "  Ashoka  Flower  " 
(fig.  1  PI.  II)  and  "Winter"  displayed  surprising 
qualities  which  one  is  accustomed  to  look  for  in  the 
works  of  modem  French  artists.  Shanta  Chatter- 
jee exhibited  a  number  of  sketches  which  were 
of  considerable  promise.  Her  "  Clouds  "  revealed 
a  mature  sense  of  mass  and  spacing  which  was 
unexpected  in  the  work  of  a  new  student.  We 
have  no  desire  to  traverse  in  these  notes  on  the 
interesting  reviewof  the  Exhibition  by  Dr.  Tagore 
which  appears  elsewhere,  but  the  following  note 
borrowed  from  the  columns  of  a  locr.l  daily  paper 
will  very  aptly  summarise  the  tendencies  revealed 
at  the  last  exhibition :  "  There  are  many  who 
still  repudiate  any  line  of  demarcation  between 
the  art  of  the  Asiatic  and  of  other  nations,  msun- 
taining  that  art  is  a  universal  language  to  be 
judged  and  appreciated  from  a  common  ground. 
But  others  as  strongly  hold  that  as  true  art  reflects 
the  signs  of  the  times  and  echoes  the  inner  life  of 
a  race  and  as  long  as  there  exists  a  difference  in 
the  mode  of  thinking  and  in  the  habits  of  life,  the 
difference  in  art,  in  the  mode  and  material  of 
expressions,  is  inevitable.  However,  even  those 
who  hold  this  view  feel  the  necessity  of  infusing 
4iew  life  in  Indian  pictorial  Art.  And  this  is  what 
the  leaders  of  the  new  movement  have  been  con- 
scientiously endeavouring  to  do  for  the  last  few 
years.  Some  of  the  members  of  this  group  parti- 
cularly those  who  have  finished  taking  lessons 
from  their  old  masters,  have  begun  to  think  that 
their  traditional  style  of  painting  has  come  to  the 
"  end  of  the  trail,"  as  it  were,  and  must  find  a  new 
path  in  order  to  hold  its  own  and  work  out  its 
own  salvation.  In  this  way  njany  of  the  artists 
who  have  exhibited  this  year,  have  been  "  moving  " 
and  "  shifting  "  their  grounds.  In  the  majority  of 
the  exhibits,  the  old  forms  and  formulae  are  less 
and  less  evident.  It  is  no  longer  a  reminiscence 
of  Ajanta  or  Kangra  but  a  reflection  of  a  new  and 
developed  mood  in  the  artist." 

ffi  ffi  Si 

EXHIBITION  AT  THE  GOVERNMENT 
ART  SCHOOL,  CALCUTTA.— In  our  notes  on  the 
12th  Annual  Exhibition  of  the  Oriental  Society 
published  in  April  last,  we  remarked  that  for  the 
aesthetic  edification  of  a  population  such  as  that 
of  Bengal  an  annual  show  of  about  250  pictures, 
such  as  that  furnished  by  the  Indian  Society  of 
Oriental  Art  is  wholly  inadequate  even  for  the  two 
millions^  of  citizens  which  go  to  make  Calcutta 
what  it  is.  We  are  glad  to  accord  our  welcome  to 
a  new  movement  led  by  a  group  of  local  artists 


and  assisted  by  Mr.  Percy  Brown,  the  popolar 
principal  of  the  Government  School  of  Art  who 
arranged  for  a  very  interesting  exhibition  of 
pictures  by  Indian  artists  from  various  parts  of 
India.  The  majority  of  the  exhibits  were  contri- 
buted by  artists  of  Calcutta  including  such  well- 
known  names  as  Mr.  J.  P.  Gimgoly,  Mr.  A.  K. 
Chowdhury  and  Mr.  B.  C.  Law,  the  last  of  whom 
acted  as  Secretary  to  the  Exhibition.  The  show 
was  got  up  at  a  very  short  notice  and  reflected 
great  credit  on  the  organisers,  as  the  level  of 
many  of  the  exhibits  were  on  a  high  level.  The 
pictures  from  the  Bombay  side  were  not  of  the 
desired  quality  excepting  the  water-colours  which 
included  some  clever  and  convincing  work.  The 
works  of  the  Csdcutta  artists  undoubtedly  appro- 
priated most  of  the  eulogies.  But  to  us  it  is  not 
the  individual  merits  of  the  pictures  exhibited  but 
the  movement  itself  which  made  greater  appeal. 
The  exhibition  helped  to  keep  eJive  and  attract 
interest  in  a  public  which  is  notoriously  apathetic 
to  sdl  forms  of  aesthetic  culture.  And  we  ear- 
nestly hope  that  the  exhibition  will  become  an 
annual  event  and  take  an  important  place  in  the 
aesthetic  education  of  Bengal  and  its  apathetic 
people.  We  hope  to  publish  a  few  photographs  of 
the  notable  exhibits  in  some  future  Number. 

tfi  Sfi  s 

THE  SECOND  ORIENTAL  CONFERENCE.— 

The  Calcutta  University  deserves  congratulations 
for  the  very  successful  session  of  the'^  Second 
Oriental  Conference  that  it  wars  able  to  organise 
under  its  auspices.  The  Po£i-Graduate  Depart- 
ment of  the  University  has  been  able  to  organise 
researches  into  Oriental  culture  suid  the  University 
was  able  to  offer  a  fitting  reception  to  the  group 
of  scholars  who  came  from  all  parts  of  India  to 
read  learned  papers  on  the  various  sections  of  the 
conference.  The  speech  of  the  President,  M.  S. 
Levi,  very  interesting  by  itself,  is  said  to  have 
caused  some  disappointment  oviring  to  its  brevity. 
Everybody  looked  forward  to  a  more  compre- 
hensive and  educative  address  than  what  the 
learned  French  savant  has  been  able  to  give  to  the 
conference.  To  the  readers  of  "  Rupam  "  the  sec- 
tion of  Archaeology  can  only  be  of  specisJ  interest. 
We  would  have  preferred  to  call  the  section  "  Art 
and  Archaeology  "  having  regard  to  the  fact  that 
the  claims  of  art  have  very  often  been  disregarded 
in  the  past  and  sacrificed  to  the  exigencies  of  the 
study  of  Indian  archaeology  and  it  is  as  well  to 
emphasize  on  the  importance  of  the  study  of 
Indian  fine  Art  as  distinguished  from  the  study  of 
old  monuments  as  relics  of  antiquity  and  materials 
for  history.  It  is  very  gratifying  to  note  that  out 
of  the  22  papers  contributed  on  the  section  of 
Archaeology  as  many  as  ten  related  to  subjects 
connected  with  the  study  of  Indian  Art.  It  is 
unfortunate  that  the  paper  announced  to  be  read 
on  "  Dravidian  and  Aryan  elements  in  Indian 
Art "  by  Sir  John  MarshaJl  never  reached  the  con- 
ference. Mr.  K.  P.  Jayswal's  discovery  of  "  A 
granite  Arch  Stone  from  the  site  of  Patallputra" 
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evoKed  the  most  interesting  discussion  in  which 
Pandit  Hirananda  Shastri,  Mr.  Dayaram  Sahani 
and  Mr.  Kak  took  the  leading  part.  The  dis- 
covery is  destined  to  bring  a  new  light  on  the 
history  of  the  use  of  arches  in  Indian  architecture 
which  was  supposed  to  have  been  borrowed  from 
the  Mahomedans.  The  other  interesting  paper 
was  the  one  read  by  Professor  P.  K.  Acharya  on 
"  Indian  columns."  Professor  B.  C.  Bhattacharya's 
paper  "  Benares  School  of  Sculpture,"  now  pub- 
lished in  the  Modern  Review,  was  somewhat  dis- 
appointing notwithstanding  the  amount  of  heat 
introduced  by  he  Professor  himself. 
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DR.  A.  N.  TAGORE'S  LECTURES  AT  THE 
CALCUTTA  UNIVERSITY.— The  Post-Graduate 
and  extension  lectures  from  time  to  time  arranged 
at  the  Calcutta  University  have  seldom  attracted 
such  crowded  audiences  as  those  now  being 
delivered  by  the  first  occupant  of  the  chair  of  the 
Bageswari  Professor  of  Indian  Fine  Art.  It  is  as 
yet  premature  to  criticise  or  discuss  the  scope  of 
the  lectures  the  three  first  of  which,  so  far 
delivered,  are  by  way  of  preliminaries  to  the  sub- 
ject and  are  intended  to  place  in  a  mood  and  a 
posture  of  understanding,  an  audience  who  has 
developed  a  cultivated  apathy  to  a  study  of  all 
fof-ms  of  Fine  Arts.  Perhaps  a  just  criticism  has 
already  been  made  by  many  persons  who  attended 
tEe  firs^  three  lectures — that  their  matters  have 
been  principally  engrossed  with  the  forms  and 
values  of  literary  {u-t  rather  than  the  £rraphic  or 
the  formative  art  and  that  the  lecturer  has  per- 
haps been  attempting  to  justify  his  new  academic 
honour  of  a  Doctorate  of  Literature.  The  lec- 
turer has  justified  the  literary  inclinations  of  his 
lectures  on  the  ground  that  it  is  inadvisable  to 
force  an  audience  to  a  sudden  consideration  of  a 
form  of  art  which  is  not  familiar  to  them  without 
taking  them  through  a  certain  amount  of  pre- 
parations, the  best  form  of  which  could  only  be 
a  consideration  of  vidues  in  terms  of  literature  'with 
the  forms  and  history  of  which  his  audience  can 


at  least  claim  a  reasonable  familiarity.  Dr.  Ts^ore 
seems  to  ignore  for  the  present  the  fact  that  the 
Language  of  Art,  notwithstanding  certain  super- 
ficial similiarity — has  a  form  distinct  from  Litera- 
ture, with  laws  and  canons  evolved  and  belonging 
to  its  materials  and  a  familiarity  with  Literary 
Forms  do  not  offer  a  passport  to  the  World  created 
by  Language  of  Form.  The  third  lecture 
attempted  to  emphasize  on  the  similibrity  rather 
than  the  distinctive  character  of  a  Language  of 
Form. 
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A  MUSEUM  OF  OCCIDENTAL  ART  IN 
JAPAN. — Considerable  excitement  has  been  caused 
in  art-circles  in  Europe  and  America  by  the  recent 
purchases  of  works  by  Western  Artists  made  by 
Mr.  Kojira  Matsukata  who  has  planned  a  large 
Museum  of  Occidental  Art  to  be  a  colossal  edifice 
covering  an  area  of  ten  acres  and  which  has  been 
designed  by  the  famous  English  artist  Mr.  Frank 
Brangwyn.  The  ambitious  scheme  of  the  pro- 
posed museum  will  be  apparent  from  the  purchases 
already  made  for  it,  which  include  forty  bronzes 
and  ten  marbles  by  Rodin,  twenty-five  Claude 
Manets  and  seventy  Paintings  by  Brauigwyn. 
When  completed  it  promises  to  be  the  most  com- 
plete repository  of  Occidental  Art  in  the  world. 
It  will  know  no  boundary  lines  and  will  represent 
all  ages.  Mr.  Matsukata  thinks  that  there  will  be 
a  re-action  in  Japsm  in  favour  of  the  ideals  of 
indigenous  art,  rather  than  a  further  occidentaliz- 
ing  of  Japanese  art  as  a  result  of  his  museum. 
It  has  also  been  suggested  that  the  reaj  object  of 
the  museum  is  to  help  Japan  to  study  the  psycho- 
logy of  the  Western  mind  which  is  nowhere  better 
revealed  than  in  art,  and  such  study  is  likely  to 
be  of  immense  utility  to  Japan  in  the  quality  and 
character  of  its  manufactures  for  consumption  in 
Europe  and  America.  The  idea  is  to  capture  a 
leurge  portion  of  internationEd  trade  for  which  the 
recent  war  offered  such  opportunities.  The  news 
is  not  without  its  note  of  sadness  for  the  state  of 
things  in  India  which  yet  preclude  any  scheme  for 
museums  of  Art,  oriental  or  occidental. 
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